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ABSTRACT
RAISING CONSCIOUSNESS ABOUT THE NUCLEAR THREAT THROUGH MUSIC
SEPTEMBER, 1987
JOHN H. UNGERLEIDER, BA, UNIVERSITY OF CALIFORNIA, BERKELEY
MA, ANTIOCH UNIVERSITY
Ed.D., UNIVERSITY OF MASSACHUSETTS
Directed by: Professor Alfred Alschuler
This dissertation examines the use of music, in particular topical
collaborative group songwriting, as a tool for raising consciousness about
the threat of nuclear war. Consciousness raising is one way to overcome
the phenomenon of denial and to increase discussion and social action in
response to the nuclear threat. Consciousness raising is defined with
Paulo Freire's theory of stages of problem-solving: magical, naive and
critical. This dissertation measures the impact of a group songwriting
workshop on developing critical problem-solving in adult groups.
The dissertation reviews how music is applied in psychological
research and clinical work, has been used historically as a tool in social
change movements in America, and is used in the contemporary field of
peace education. The perspectives of several theorists who discuss the
potential of music to contribute to social change are presented.
The design for a collaborative group songwriting workshop is
presented in detail. The impact of the workshop on participants is
analyzed using Alschuler and Smith's consciousness (C) coding system, a
Workshop Evaluation questionnaire, and participant comments made during
the workshop and in follow-up interviews.

v.

It is determined that the workshop significantly raised overall C
scores in the treatment population. Naming and analyzing scores increased
significantly after the workshop, but acting scores did not.
The dissertation concludes that consciousness about the nuclear
threat-in terms of naming and analyzing-can be raised by working with
music's potential for developing affective, expressive and collaborative
capabilities in individuals and groups. Workshop improvements are
suggested to increase its impact on the consciousness of action. Potential
applications of the group songwriting workshop are in schools, with peace
organizations, music groups and in relation to other social issues.
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INTRODUCTION

The purpose of this study is to assess the effectiveness of a
songwriting workshop in raising consciousness about the threat of nuclear
war. Raising consciousness (conscientizacao) consists of developing
critical consciousness from magical or naive consciousness. (Freire, 1973;
Alschuler, 1976,1980) Critical consciousness about the nuclear issue
requires overcoming psychic numbing and building collaboration for social
action. It is hypothesized that musical expression will increase
awareness of emotions in group members while song lyrics will clarify
the political context of these emotions, and that writing a song and
singing together will facilitate collaboration.
In a project which tapped voices in a society threatened by nuclear
war, Pat Farren compiled and edited a book of grassroots prose, poetry or
graphic responses to the question: What Will It Take to Prevent Nuclear
War? (Farren, 1983) Where Farren asked the literal, intellectual
question, this study poses the question affectively, through music, and
collaboratively, asking for the collective response of group songwriting
and singing.
The significance of this study lies in its potential to mobilize
peace-oriented organizations and to create a social voice in response to
the nuclear threat. Social movements, such as the labor movement of the
1930's and the anti-war movement of the 1960's, have shown that music
can manifest a sense of individual and collective empowerment. Music has
been used historically to develop and transmit social ideology. The
emotionally based political values which music has demonstrated
1
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throughout history are applied here in a research format. While the results
of this study should be particularly relevant to peace workers and
educators, the use of songwriting should be generalizable to other
issue-oriented groups with a need for increased collaboration.
This first chapter consists of a discussion of the problem of social
silence in the nuclear age. The problem and prospect of creating an
effective social voice in reponse to the danger of nuclear war are
discussed. This chapter includes an overview of the literature which
presents 1) the phenomena of psychic numbing and denial and the need for
affective expression in confronting the nuclear threat; 2) the need for
collaborative social action in response to the nuclear threat; 3) Paulo
Freire's theory and model of consciousness raising; 4) an overview of the
ways music has been used as a tool for raising consciousness, by
facilitating emotion, self-expression and collaborative social action; 5) an
assessment of the current and potential uses of music in peace education;
and 6) a discussion of collaborative songwriting. It is proposed that group
collaborative songwriting can raise consciousness about the nuclear issue.
The second chapter presents the research design of the study. This
chapter introduces the experimental treatment and control groups and
discusses variables to be considered. A methods section defines
participatory research and outlines the songwriting workshop. A design,
measures and statistics section describes the pretest/posttest format,
the C code testing and scoring system (which utilizes pictures to elicit
story responses revealing levels of consciontizacao), the Workshop
Evaluation Questionaire and follow up interviews. The data collection
process is reviewed. It is hypothesized that the songwriting workshop
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will raise C score levels in the treatment group. Research issues and
limits are discussed.
The third chapter describes the actual process and results of the
workshops. This chapter provides a brief history of the development of
the collaborative songwriting workshop model. The workshop process is
described in detail. Five workshops are summarized in terms of each
group's experience, participant comments, plans for further collaborative
action and feedback from follow up interviews. This chapter includes
transcription of the creative results of the workshops, the songs
themselves, which are also presented in an audiotape appendix. The song
lyrics are C coded and analyzed in this chapter.
The fourth chapter is an analysis of the test results. Findings are
presented in terms of differences between participant groups
consciousness levels on the pretest and posttest. Quantitative results of
the Workshop Evaluation Questionaire are also presented and discussed to
further assess participant observations of the workshop's impact.
The final chapter includes a discussion of research conclusions,
implications of the findings, and potential future applications of the work.
The significance of music and songwriting for raising consciousness in
peace-oriented groups is assessed. Participant personal and group
developments resulting from the workshop are assessed. The impact of
the workshop on denial and psychic numbing, on the ability to analyze the
nuclear situation and on the development of collaboration for social action
are considered. The process of raising consciousness in the workshops is
discussed in terms of naming, analyzing and acting. Whether or not
changes in groups resulting from the workshop are lasting is considered.
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Potential improvements in the workshop design are considered.
Implications for utilization of collaborative music making are reviewed.
The applicability of study results to work in the peace movement and with
groups in general is discussed.

Chapter I
REVIEW OF THE LITERATURE: FACING THE NUCLEAR THREAT,
CONSCIOUSNESS AND MUSIC
BSYChlC Numbing and Denial: Affective Expression in Peace Education
Social scientists have identified psychic numbing and denial as
defense mechanisms causing social silence in response to the threat of
nuclear war. ( Lifton, 1968,1976,1982; Macy, 1981; Mack, 1982,1985;
Kovel, 1983; Ressler, 1986) Dr. Robert J. Lifton, known for his
psychological study of bomb survivors in Hiroshima, introduced the term
'psychic numbing' into the debate over the cause for mass paralysis in the
face of possible apocalyptic destruction.
"What I am calling psychic numbing includes a
number of classic psychoanalytic defense
mechanisms: repression, suppression, isolation,
denial, undoing, reaction formation, and projection,
among others. But these defense mechanisms
overlap greatly around the issue of feeling and not
feeling....Psychic numbing has to do with exclusion,
most specfically exclusion of feeling." (Lifton,
1982, p.103)
Lifton asserts that, given the reality of the nuclear threat, we need
some amount of this numbing in order to function in our daily lives. This
functional numbing against the thought of the bomb "reaches a dangerous
point when people don't want to think about it, so they push it aside and
don’t deal with it....an incredibly important problem is being avoided
because it’s so frightening" (Totten, 1984, p.83). "The degree of numbing
5
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of everyday life necessary for individual comfort is at odds with the
degree of tension, or even anxiety , that must accompany the nuclear
awareness necessary for collective survival" (Litton, 1982, p.108).
There has even evolved a language of denial, "nukespeak," used by
nuclear "experts" consisting of numbing technocratic terms such as "throw
weight," "nuclear yield," "nuclear exchange," "megatons," and "window of
vulnerability." Says Litton, "Quite simply, these words provide a way of
talking about nuclear weapons without really talking about them" (Litton,
1982, p.107).
In a recent talk at Smith College, Joanna Macy, author of Despair and
Personal Pnwfir in the Nuclear Aae. remarked that in the face of impending
disaster, "What is surprising is the inaction, the silence. We know how to
respond to danger-you'd think we'd be taking to the streets." She sees at
the source of this paralysis and denial a deeper fear than the fear of war,
of the Russians, or of death--"a deeper and more pervasive fear of
experiencing pain and fear...a terror of the terror. We hear people say, ’If I
were to let myself feel what I know, I couldn't get up in the morning.
(Macy, 1986)
Joel Kovel, in Anainst the State of Nuclear Terror, decries, "We are
fatally silent, yet have the voice to cry out." The psychic burden of
repressed tension is the inner half of what Kovel calls nuclear terror.
"Nuclear terror is the form of oppression whose outcome is our passivity
in the face of the nuclear threat." Nuclear state terrorism, according to
Kovel, manipulates the psychological defenses we have constructed to
protect our sanity against the "unbearable reality" we face:
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"...denial, the refusal to recognize reality; or
rationalization, the introduction of a reasonable
veneer over an irrational reality; or projection of
bad parts of the self to another--are played upon
like to many musical instruments to orchestrate the
desired effect. Ideally then, the result of maximal
terror is minimal fear--and a completely pacified
docile populace." (Kovel, 1983)
In The Fate of the Earth. Jonathon Schell cites silence and inaction in
the face of extinction:
"At present, most of us do nothing. We look
away. We remain calm. We are silent. We take
refuge in the hope that the holocaust won't happen,
and turn back to our individual concerns. We deny
the truth that is all around us." (Schell, 1982.
p.230)
Litton argues that the degree of denial and psychic numbness do not
make for full and healthy lives in the shadow of the bomb.
"Every attitude and human tie becomes colored by
a constellation of doom, which includes in varying
degrees, fear, expectation, and embrace of that fate.
There is widespread resort to psychological
maneuvers designed to diminish feeling, but
underneath that numbing are struggles with anger
and rage along with every other kind of suppressed
passion. Deep confusion and absense of meaning
bedevil one’s emerging self-definition and one’s
larger aspirations toward human connection.”
(Lifton, 1982, p.78)
Robert Ressler, co-founder of Psychotherapists for Social
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Responsibility, makes the case that denial of the nuclear issue is an
extension of a culture of self-delusion, of pathological narcissism. This
denial of self is difficult to acknowledge and overcome, compounding the
denial of nuclear danger (Lasch, 1977,1979; Miller, 1981).
"If, from childhood on, we are in effect trained,
compelled, to deny our true feelings, then denial of
the nuclear threat is only the continuation of a
life-long pattern, the ultimate, telling denial of our
own vital impulses. And to acknowledge the truth of
the nuclear threat is to realize the falseness and
self-denial from which we have suffered all along."
(Ressler, 1986, p.51)
Dr. John Mack, an author of the American Psychiatric Association's
Task Force Report, 'The Impact on Children and Adolescents of Nuclear
Developments," writes about our "helplessness" in dealing with the nuclear
threat as "the expression of our experience of individual and collective
resistance" to thinking about and discussing nuclear war:
"In relation to the horror and despair which
confront us when we consider the possibility of a
nuclear holocaust, we pull away wanting urgently to
consider less painful matters.
"Our society as a whole, especially as
represented by its government and corporate
leaders, resists knowledge or public discourse about
nuclear weapons and the threat of nuclear war.
(Mack, 1985, p.14)
Psychiatrist Mack asserts that progress out of this resistance calls for
"psychological work that reduces the margin between intellectual and
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emotional knowledge" (Mack, 1985).
These quotations indicate widespread belief among psychologically
oriented anti-nuclear activists and educators that the emotional
experience of pain and compassion for the world is necessary to break out
of the paralysis of despair and repressed fear. They argue that overcoming
this state of paralyzing denial is a prerequisite to effective social
response to the nuclear threat. Dr. Helen Caldicott, the Australian
physician and prominent international anti-nuclear activist exhorts:

"People have to start feeling grief for their
planet and their family; they have to enter a state of
shock and disbelief, followed by depression and then
anger, to swim the river of emotion which will
enable them to decide what to do. I don't want them
to avoid the discomfort or the pain. If they avoided
it, they wouldn’t be as effective." (Caldicott, 1984,
p.153)
According to Joanna Macy, founder of Interhelp, the first step of
anti-nuclear empowerment is feeling and expressing pain for the Earth: It
is through the willingness to experience compassionate pain for the planet
that the truth of human caring and connectedness is discovered. Macy
developed the Despair and Empowerment Workshop to facilitate expression
of feelings about nuclear war in order to translate alienated despair into
the compassion for empowered action (Macy, 1983; Thomas, 1984).
Kevin McVeigh, National Office Coordinator for Interhelp, describes
how confronting this pain can function in the Despair and Empowerment
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workshop:
"By experiencing fully the painful feelings
aroused by threats to life on earth, many people
release a new clarity, power and commitment,
which often leads to meaningful involvement and
effective action, as well as to the resolution of
personal issues that were not apparently
connected to these global ones..."
"An absolutely critical component to any
solution is providing people with the opportunity
to share with others their pain for the world, to
recapture their love for the earth and their caring
for life, to take action and live out their
commitment to a peaceful future....The repression
of our response to this threat--of our grief, fear,
rage and despair--is personally unhealthy and
socially disastrous." (McVeigh, 1984, pp.44-45)
Robert Ressler believes that the awareness of our collective
desperation is a step towards deeper understanding of ourselves in the
nuclear age:
"Despair, psychic numbing, terror.
Futurelessness, rage, depression. Denial
avoidance, paranoia, isolation, helplessness,
projection, displacement, absurdity. This litany
of damage and defense, recited as a chain of
abstractions, can itself have a kind of hypnotic
and numbing effect. But, as landmarks on a map
of psychic life in the nuclear age, they can help
us locate ourselves and each other in what
otherwise mights seem an uncharted wasteland.
(Ressler, 1986, p.16)

Ressler sees psychological and spiritual lessons to be learned from facing
the nuclear threat: "Because it is a threat to everyone and everything, it
has something to teach everyone about everything" (Ressler, 1986, p.14).
To summarize the consensual diagnosis and prescription of these
social commentators: We are denying and numbing ourselves to a threat to
our very existence; we should confront painful emotions and fears in order
to mobilize collaborative action that attempts to remove the possibility
of nuclear annihilation of our species.

Collaboration and Social Action
The consensus of the social scientists, theorists and commentators
who discuss psychic numbing and denial is that acknowledging our fear is
not enough-action is necessary as well. Jonathon Schell warns that
acknowledging our fear of holocaust is not only not enough, it is not a
fruitful preoccupation:
"In Germany, the peace movement has inverted
the traditional Biblical admonition ’Fear not' to
say' You must fear.' But the original version was
the right one, for nuclear matters as for others.
Fear isolates. Love connects. Only insofar as the
latter is strong in us are we likely to find the
resolve to prevent our extinction." (Schell, 1984,
P-5)
Schell calls for "making the 'conscious choice' to lift the nuclear
peril" (Schell, 1984, p.6). He suggests that overcoming denial and

beginning to act will begin to lift the despair created by the possibility of
extinction: "Just as inertia produces despair--a despair often so deep that
is does not even know itself as despair-arousal and action would give us
access to hope" (Schell, 1982, p.230).
How essential is political action? Jonathon Schell warns:
"Such imponderables as the sum of human life,
the integrity of the terrestrial creation, and the
meaning of time, of history and of the
development of life on earth, which were once
left to contemplation and spiritual
understanding, are now at stake in the political
realm and demand a political response. As
political actors, we must, like the
comtemplatives before us, delve to the bottom of
the world, and Atlas-like, we must take the
world on our shoulders." (Schell, 1982, p.186)
'The task we face is to find a means of
political action that will permit human beings to
pursue any end for the rest of time...In sum, the
task is nothing less than to reinvent politics: to
reinvent the world. However extinction will not
wait for us to reinvent the world. Evolution was
slow to produce us, but our extinction will be
swift; it will literally be over before we know it.
We have to match swiftness with swiftness."
(Schell, 1982, p.226)
Since denial is a social as well as a personal phenomenon,
researchers and social theorists suggest a social response-people
addressing the issue together. As a response to collective denial Dr. Mack
prescribes informal 'affinity groups..
"Community affinity groups and other supportive
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organizations provide settings in which feelings can
be shared and constructive education-perhaps the
only real therapy for the fear of nuclear
annihilation-can be planned in collaboration with
one's neighbors, colleagues, relatives and friends."
(Mack, 1985)

Joel Kovel also calls the affinity group the appropriate unit of
anti-nuclear politics. In such a personally responsible collective, it is
important "that each and every member be actively and consciously
engaged in the politics of the movement." A detached "mailing list"
movement will only recreate the technocratic, expert oriented social
condition which is part of the nuclear state (Kovel, 1983).
Group support can facilitate "making and sustaining the conscious
choice" to act when daily we must decide "how much effort to expend to
save the human species for all time as against how much effort to expend
on, say, buying a sofa" (Schell, 1984, p.11-13). In "Feminism and
Militarism," social theorist Leslie Cagan elaborates the need for an
intimate group of social activists:
"While a large scale social movement is the
backbone of lasting social change, small units of
people are an important component. It is in the
smaller group that people have the chance to
interact on a more human level. We get to know
each other better and it is easier to give support."
(Cagan, 1985)

Psychiatrist and popular author, M. Scott Peck, recently released Ihfi
niffprpnt Drum- Community Making and

Peace, an entire book on the
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significance of building community in the development of a peaceful world.
Says Peck, "The spirit of community is the spirit of peace" (Peck, 1987, p.
74). In addition, "The principles of good communication are the basic
principles for community-building."

Educationally, Peck believes that,

"The rules of communication and community are best learned
experientially." Yet he warns, "Beware of instant community. Community
making requires time as well as effort and sacrifice" (Peck, 1987, p.
83-4). Peck clearly sums up his theory for building world peace through
communication and community: "Fundamentally, the rules of
communication are the rules of community-making and the rules of
community-making are the rules of peacemaking." To take action towards
peace Peck offers the simple prescription: "Start communities" (Peck,
1987, p.325-6).
Seth Kreisberg, in his study of empowerment in the Boston Chapter
Steering Committee of Educators for Social Responsibility, concluded that
"perhaps the most important theme to emerge...was that each individual's
empowerment took place within the context of a dynamic and supportive
community," that "empowerment involves mutuality and connection"
(Kreisberg, 1986, p.142, p.159). Kreisberg defines the concept of
collaborative power with in contrast with coercive power oyer. ESMST
with is a 'co-active,' 'jointly developed power.’ "The possibility for power
with lies in the reality of human interconnections within communites
(Kreisberg, 1986, p.76). In an atmosphere of collaboration, "one's sense of
efficacy comes from accomplishing tasks through cooperatively agreed
upon and mutually supported action with others" (Kreisberg P-148).

Says Kreisberg:
"Perhaps the most important function of a
supportive group is that it creates an environment
in which dialogue is possible, decisions can be made
and action taken: a setting in which risks are
encouraged, in which mistakes are accepted, and in
which everyone's contribution is valued." (Kreisberg,
1986, p.198)
The group working collaboratively gains a synergistic power beyond
what individuals possess working alone. Synergistic interaction creates a
'whole that is greater than the sum of the parts.’ Individual capacities
develop within the integrative unity of the group. In synergistic
community, group members work for the common good while fulfilling
their own needs (Follet, 1942; Rappaport, 1981; Kieffer, 1981; Katz, 1983,
Kreisberg, 1986).
Once a group is together, what is needed to build a sense of mutually
supportive collaboration for confronting the nuclear issue? In
peace-oriented groups, the maintenance of organizational unity, confidence
and clarity presents special challenges. Repression of difficult emotions,
general denial and political setbacks add obstacles to an already enormous
task. How to keep up group morale in the face of overwhelming odds?
How to build commitment to the group? How to overcome the frustration,
fear and anger which grow out of a sense of powerlessness? How to
create and maintain the enthusiasm and energy needed to take on a long
term struggle which may yield few short term successes? How to remain
in contact with the motivating ideals and goals for which the organization
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was founded?
These questions demand many evolving answers. It is helpful to use
an overarching theory to reflect on progress and potentials for coping with
the stresses of collective anti-nuclear war activism. One analysis which
meets this need in many respects is Paulo Freire's theory of consciousness
raising.

Consciousness Raising and the Nuclear Threat
Consciousness, a broad and often loosely used term, specifically
refers herein to Freire's delineation of magical, naive, and critical forms
of problem-solving. This literature review is limited to discussing only
Paulo Freire's definition of consciousness (Freire, 1973).
Brazilian educator Paulo Freire's model for raising consciousness (in
Portugese, conscientizacao) integrates the problems of psychic numbing
and denial into a larger model of stages of problem solving. Freire’s
description of the development of consciousness through magical, naive
and critical stages provides a theoretical framework in which to
understand and transform denial of the nuclear issue.
Consciousness to Freire is synonymous with problem-solving, i.e.,
how problems are named, analyzed and acted upon. Relative to each stage
of consciousness, problems are approached with varying perspectives and
strategies. Actions taken to solve a problem reflect a stage of
consciousness: "Critical understanding leads to critical action; magic
understanding to magic response" (Freire, 1973, p.44).
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At the magical level, problems are seen as "inevitable, unchangeable,
facts of existence." 'Magical' powers, such as 'fate' or a hostile world, are
believed to cause problems--"That's the way life is" or "It's always been
this way." Problems are passively accepted by people at this stage. A
magical (conforming) consciousness does not recognize a situation as
systemically oppressive. The phenomena of denial of the nuclear threat is
an example of this magical level of problem-solving consciousness in
which "problems are denied, avoided, or rationalized so that no action is
taken" (Alschuler, 1986 p.493). Says Freire:
"Magic consciousness...simply apprehends facts
and attributes them to a superior power by which it
is controlled and to which it must therefore submit.
Magic consciousness is characterized by fatalism,
which leads men [sic] to fold their arms, resigned to
the impossibility of resisting the power of facts."
(Freire, 1973, p.44)
While the Freirian concept of magical-conforming consciousness as
related to nuclear problem solving includes psychic numbing and denial, it
extends beyond those two aspects to include more types of phenomena
which are part of in the incapacity to act in response to the nuclear threat.
Therefore, from here onward reference to magical consciousness shall be
taken to include the concepts of psychic numbing and denial as well as all
of the other traits of magical-conforming consciousness described in this
review.
At the passive, magical-conforming level, the naming of the problem
is either 1) denied or avoided, or 2) accepted as an unchangeable fact of
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life. (Numbers refer to Table 1) This level of consciousness produces a
magical analysis that attributes the causes of the problem to 3) fate or
uncontrollable external forces. This helplessness is tied to 4) fear of
change, which translates to the fear to act. Even when the fear that
creates psychic numbing is confronted, the apparent hopelessness of the
nuclear situation then becomes the cause for denial. Says Lifton,
"We can now identify a certain psychological
combination taking shape in many people, in
something like the following sequence: Fear and a
sense of threat break through prior numbing; these
uncomfortable (potentially shattering) feelings in
turn raise the personal question of whether one
should take some form of action to counter the
danger; that question becomes an additional source
of conflict, associated as it is with feelings of
helplessness and doubts about efficacy; and one
seeks a psychological safe haven of resignation
(’Well if it happens, it happens-and it will happen
to all of us') and cynicism (’They’ll drop it all right
and it will be the end of all of us--that's the way
people are, and that will be that!') That stance
prevents one from feeling too fearful, and, equally
important, it protects one from conflict and anxiety
about doing something about the situation." (Lifton,
1982, p.10-11)
It is plausible that study subjects who are at naive or even critical
levels of consciousness in naming the problem and in some aspects of
causal analysis could remain at a magical level in fearing change and
believing action to be hopeless. At the magical level: "If the explanation
for [problematic] situations lies in a superior power, or in men’s [sic] own
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'natural' incapacity, it is obvious that their action will not be orientated
toward transforming reality" (Freire, 1985, p.76). In this passive stage,
no actions are taken: 5) pessimism, accomodation, resignation and 6)
waiting for change to come from elsewhere create a static conformity.
Between the magical-conforming and critical-transforming levels of
consciousness is the naive-reforming stage. It is an active, rather than a
passive stance towards problem-solving, yet is limited by not possessing
a systemic perspective. According to Freire, it is necessary to pass
through the naive stage when evolving from magical to critical
consciousness. For that reason, evolution of individuals and groups from
magical to naive consciousness must be seen as a forward and worthwhile
step even if limited by an incomplete analysis and individualistic actions.
At the naive-reforming stage problems are blamed on the individual,
either self or other. Individuals try, 'naively,' to bring about the needed
change in themselves or others, as if that would be enough, and do not take
a systemic approach. In the nuclear age, a naive (reforming) consciousness
could be predicted to place the blame on leaders and seek to change the
politicians who make poor nuclear policy decisions. Alschuler explains,
"According to Freire, it is naive to assume that when individuals reform,
the system will function perfectly and oppressive conflict-producing
situations no longer will exist" (Alschuler, 1986 p.493).
The naive stage is an active stage, a stage where attempts are made
to reform individuals, to take personal actions, yet without a systemic
analysis. The naming of the problem at this stage consists of seeing the
problem as existing in individuals who deviate from a basically sound

21

system: 1) the self, 2) a peer or peers, or 3) the oppressor. Naive analysis
of the causes of the problem consists of blaming these specific
individuals. 4) Oppressor explanations are accepted and blame is placed on
5) others, which arouses feelings of anger, resentment and hostility, or on
6) the self, which brings on feelings of self-deprecation, doubt,
inferiority, guilt, pity and worthlessness. It is likely such self-criticism
is prevalent in naive-reforming level groups of peace activists, given the
individual's sense of helplessness as he or she tries to act naively to
confront the awesome power of nuclear weapons. Naive action includes 7)
personal reforms to try to imitate the oppressor, who is seen as
successful, or to live up to the standards of the system-in the nuclear
case to live with Mutually Assured Destruction; 8) scapegoating a peer,
perhaps one who colludes by working for the nuclear industry, or an
ineffectual activist; 9) avoiding and/or opposing an individual oppressor,
not seeing him or her as part of an oppressive system; 10) joining with
peers, gregariously, for support around the issue without taking action.
This last form of naive action is particularly relevant to this study as a
songwriting workshop may create gregarious support without creating
systemic action. If the group is at a magical-conforming stage of
consciousness, this would be considered progress, but not a full
realization of critical action.
The evolution of consciousness evidenced in this study may occur in
some and not all aspects of consciousness. Groups and individuals can be
at various levels of consciousness in terms of naming, analyzing and
acting in response to problems. For example, development may occur in
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naming and analyzing the problem but not in modes of acting. One aspect
of problem solving may lag behind the others and catch up through the
process of consciousness raising. The vast nature of the nuclear threat to
all existence raises the likelihood that aspects of magical thinking will
remain even in highly critical groups and individuals.
At the critical-transforming level, naming of a problem cites
incidence of 1) exploitation and injustice, 2) blocks to human development,
and 3) interpersonal conflict and lack of love. A critical analysis looks at
systemic causes of the problem by understanding 4) how the system
works, and 5) all past actions that played host to oppression, passively or
actively. While the magical stage is conforming and the naive stage
attempts to be reforming, both play host to the system of oppression, in
this case the oppression of nuclear terror. It is only the stage of critical
consciousness which seeks to transform the oppressive system. Critical
thinking "does not separate itself from action" to transform reality
(Freire, 1972, p.81). Critical consciousness acts to transform the system
and the self as part of that system. Critical action seeks to 6) change the
rules and roles of the system through dialogue, cooperation
(collaboration), democratic action, and a scientific approach. 7)
Self-actualization is critically realized through personal and ethnic
esteem, by taking appropriate role models (not imitating the oppressor),
faith in peers, through boldness in risk taking, reliance on community
resources and the process of critical learning.
At the level of critical consciousness, problems are named, analyzed
and transformed collaboratively with an awareness of how the "rules and
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roles" of the system create conditions of oppression. A critical
(transforming) consciousness regarding the nuclear situation would seek
an active, collaborative effort to change the nuclear system through
dialogue and social action. Freire outlines critical consciousness in some
detail:
'The critically transitive consciousness is
characterized by depth in the interpretation of
problems; by the testing of one's 'findings' and by
openness to revision; by the attempt to avoid
distortion when perceiving problems and to avoid
preconceived notions when analyzing them; by
refusing to transfer responsibility; by rejecting
passive positions; by soundness of argumentation;
by the practice of dialogue rather than polemics; by
receptivity to the new for reasons beyond mere
novelty and by the good sense not to reject the old
just becase it is old--by accepting what is valid in
both old and new." (Freire, 1973, p.18)
Critical consciousness is dialogical in that it seeks to restructure
the world through true dialogue-collaborative critical thinking resulting
in intervention in reality. Dialogue is "the encounter in which the united
reflection and action of the dialoguers are addressed to the world which is
to be transformed and humanized" (Freire, 1972, p.77). Dialogue creates
collaborative action: "Cooperation, as a characteristic of dialogical
action...can only be achieved through communication. Dialogue, as
essential communication, must underlie any cooperation" (Freire, 1972,
p.168).
"Critical consciousness is brought about, not through an intellectual
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effort alone, but through praxis-through an authentic union of action and
reflection” (Freire, 1985, p.87). Change "is achieved with neither
verbalism nor activism, but rather praxis, that is, reflection and action
directed at the structures to be transformed" (Freire, 1972, p.120). Freire
says:
"Men [sic] will be truly critical if they live the
plenitude of the praxis, that is, if their action
encompasses a critical reflection which
increasingly organizes their thinking and thus leads
them to move from a purely naive knowledge of
reality to a higher level, one which enables them to
perceive the causes of reality." (Freire, 1972,
p.125)
Speaking about Third World peasants, yet with remarkable relevance
to nuclear denial, Freire warns, "dialogue cannot exist without hopehopelessness is a form of silence, of denying the world and fleeing from
it...dialogue cannot be carried on in a climate of hopelessness" (Freire,
1972, p.80). Referring to the Third World, Freire speaks of a "culture of
silence" which has no authentic social voice of its own (Freire, 1985,
p.72). This is comparable to the 'First World' phenomena of silent
accession to nuclear weapons proliferation. Breaking out of a culture of
silence is a necessary step in the process of conscientization.
According to Freire, "there can be no conscientization of the people
without a radical denunciation of dehumanizing structures -which
includes the nuclear state apparatus of terror (Freire 1985, p.85).
Applying Freire's perspective, critical awareness and action in response to
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the nuclear state of terror (oppression) can be seen as a necessary step in
developing the confidence to struggle for freedom from the nuclear threat:
"It is only when the oppressed find the oppressor
out and become involved in the organized struggle
for their liberation that they begin to be believe in
themselves. This discovery cannot be purely
intellectual but must involve action; nor can it be
limited to mere activism, but must include serious
reflection; only then will it be a praxis." (Freire,
1972, p.52)
According to Freire, critical consciousness will not arise without
intentional intervention. "It will not appear as a natural byproduct of even
major economic changes, but must grow out of a critical educational
effort based on favorable historical conditions" (Freire, 1973, p.19).
To Freire, the role of effective change agents is "to seek the most
efficient and viable means of helping the people to move from the levels of
semi-intransitive [magic] or naive transitive consciousness to the level of
critical consciousness" (Freire, 1985, p.83).
Yet, Freire warns of trying to "offer magic remedies for healing the
hearts of mankind [sic] without changing the social structures." An
idealistic raising of consciousness about the nuclear danger should not
skip over the problems of oppression the non-nuclear world has yet to
solve. "Conscientization," cannot be a way to
"escape miraculously from the problems of class
conflict, creating through mutual understanding a
world of peace and harmony between oppressor and
oppressed...emptying conscientization of its
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dialectical content and thus making it into a
panacea, it puts it, as we have seen, in the hands
of the oppressors....one cannot change
consciousness outside of praxis...action and
reflection." (Freire, 1985, p.124)
Historical conditions are ripe for a critical educational effort
towards intervention in the nuclear arms race: Such phenomena as denial
and psychic numbing are clear examples of magical consciousness:
collaborative social action is a trait of critical consciousness. This
makes Freire's theory of consciousness raising highly relevant for
addressing the affective and interpersonal themes inherent in responding
to the nuclear threat.
In naming the nuclear problem, a critical-transforming consciousness
in the face of nuclear weapons sees a system of exploitation and world
domination, the injustice of threatening to murder billions of human
beings, the ultimate block to human development, the final conflict and
utter lack of love. Critical consciousness understands the system, the
economics and power politics that make preparations for nuclear war
profitable. It understands collusion with nuclear oppression: passively
not opposing the creation of nuclear weapons, and actively paying for them
and even building their components. Critical consciousness acts to change
the rules of imminent holocaust, to change the roles of playing host to the
danger and the roles of the oppressors, the men who wield the power to
kill. It acts through dialogue, among activists and with oppressors,
through collaborative, democratic, social action with a scientific attitude
of praxis-acting and reflecting and acting, again and again. In critical
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consciousness self-actualization comes through genuine self-esteem,
community self-reliance, faith in each other and continued learning from
the bold risks necessary to alleviate nuclear peril.

The Use of Music to Increase Critical Consciousness
Music has been seen as a tool for raising consciousness throughout
human history. Aristotle outlined three kinds of music: "ethicar--for
education; "of action"--which influences listeners; "cathartic"--to disturb
and then satisfy (Attali, 1985, p. 18). Confucious made the connection
between music and social consciousness and warned government leaders to
keep up the moral standards of popular music: "If one should desire to
know whether a kingdom is well governed, if its morals are good or bad,
the quality of its music will furnish the answer" (Tame, 1984, p.35)
Utilized by political movements throughout history, music is only
beginning to be assessed by psychotherapeutic and social scientific
communities for its actual potential for raising consciousness. Music has
been used for the purpose of 1) releasing repressed emotions (magical
level), 2) promoting relevant self-expression (naive level) and 3) fostering
collaboration (critical level).
It is helpful to develop an understanding of how music has been and
can be used to raise consciousness in order to further apply it in response
to nuclear danger. To this end, a historical and social scientific review in
the light of Freire's theory of conscientazacao is useful.
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Music and Emotion
The emotional component of music is relevant to the need to contact
and understand the paralyzing emotions of the magical-conforming stage.
While the romantic use of emotions in popular music may serve as a
'opiate' and support patterns of denial of the nuclear threat, emotive
topical music can be used to confront the emotional denial evidenced in
magical consciousness. Uplifting lyrics, rhythms and harmonies of song
can disturb the silent pessimism and resignation of magical
consciousness, and encourage facing, and coping with, difficult emotions.
The emotional component of music, long considered outside of
academia by musicians, philosophers, and fans, is now being explored by
psychological, psychotherapeutic and educational fields. Psychological
researchers now explore the relationship between emotional experience
and music. It is evidenced that music is an efficient signal for
transferring emotional messages. Psychotherapists clinically explore the
psychologically healing properties of music. For example, the effects of
music on anxiety have been researched (Ostwald, 1966; Gabriel and
Crickmore, 1977; Smith and Morris, 1976; Masters and Houston, 1978;
Osborne, 1981, Neilzen and Cesarec, 1982).
Music therapy became a field in its own right in the 1970’s (Graham,
1982). E. Thayer Gaston, recognized as the 'father of music therapy,'
states;
Music and therapy have been close companions,
often inseparable, throughout most of man’s history
Each culture has determined the nature and use of
its music in the treatment of illness. Mystic,
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therapeutic powers have often be attributed to
music, even in cultures that took pride in their
rationality. (Gaston, 1968, p.1)
Music therapy is used with psychotic and retarded adults as a
nonthreatening experience which builds skills and self-esteem while
enabling clinicians to moniter symptoms (Wolfgram, 1978). In the
practice of behavior modification, music has been used as a reinforcement
in overcoming phobias.
"In psychoanalysis, patients occasionally use
song titles or lyrics for expression. Songs may
serve as the conscious and preconscious
expression of the conflicts of the patient. Music
has been used in group therapy, with the severely
depressed, and to produce a natural altered state
of consciousness in alcoholics and drug addicts."
(Charlesworth, 1982, p.191)
Educators utilize music to enhance emotional development and social
skills. Music can provide students structured opportunities to learn and
practice pro-social/affective skills (Alexandra, 1986). In schools:
"Songs can be used to explore awareness of
society , careers, emotions, and the self. Music
also has a therapeutic value; it can be used to
establish mood, lessen anxiety, encourage
calmness, ease loneliness, and soothe irritability.
(Harper, 1985)
Songs are used in conjunction with Adlerian psychological theory to "help
children become more aware of themselves, their feelings, their
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responsibilities toward others and their effect on other people," to
introduce students to group dynamics, problem solving and decision making
(Hartwell and Frieden, 1984, p.162). In personal growth workshops and
'self-help' texts, "self-transformation through music" is heralded
(Crandall, 1986).
Evidence that music is used clinically to impact and facilitate
awareness of emotions suggests an applicability to the need for
awareness and transformation of psychic numbing and denial of
nuclear-related emotions. Both the emotive content of sound itself and
the emotionally descriptive content of song lyrics are relevant to the
affective components of nuclear consciousness raising. Experiencing
emotions is but one step in a systematic process of consciousness raising.
The expression of feelings, and personal thoughts, is a critical link
between self-awareness and collaborative social action.

Music and Self-expression
The self-expressive component of music making is relevant to
movement out of passive magical consciousness into the active,
naive-reforming stage. Individual self-expression related to the nuclear
issue, conceptually in art or behaviorally in action, is a form of actively
interacting with the problem-a step beyond denial and avoidance of the
issue. Within the naive stage, music, and creating music, can help to
change naive level patterns of self-deprecation, doubt and worthlessness.
This is realized even in elementary school where music is used as a
self-esteem builder.
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The personal and political value of self-expression lives in the
development of a sense of participation and communication, of connection
and empowerment. Kreisberg concluded that "...empowerment in ESR meant
that each individual was able to cultivate and express her or his own
unique voice" (Kreisberg, 1986, p.135).
There appear in the literature many references to the relationship
between 'expression' and 'connection:' connection to nature, to people, to
all life. In the guide to her recording "Two Hands Hold the Earth,” music
educator and Interhelp coordinator, Sara Pirtle writes on musical
expression and the connection to nature:
"For me music is a source of connection. Music joins
people from different parts of the world who share a common
love for the earth. It connects us with nature--with the
leaping dolphins and the wildflowers reaching for the sun. It
also links us to the leaping green imagination inside
ourselves." (Pirtle, 1986, p.1)
Robert Ressler believes that personal expression can be a force for
connecting with others:
"When we can express ourselves without risking
isolation or punishment, when we feel connected
without sacrificing individual authenticity, then we
can overcome social and personal alienation at the
same time. The power of personal truth can then be
joined with the power of affiliation and
relationship." (Ressler, 1986, p.55)
On expression and the connection to life itself, Kevin McVeigh lists as one
of Interhelp's basic assumptions that:
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"The expression of our response to the threat of
nuclear war and the extinction of life on earth is a
vital necessity if we are to heal our ailing planet.
Such expression reveals not only the pain we feel
about our world, but also deep wellsprings of
caring and ultimately a sense of inter¬
connectedness with all of life." (Mcveigh, 1984,
pp.44-45)
Musical expression means expressing both thoughts and emotions. It
is music's potential for direct emotional expression that gives it a
particular relevance to nuclear consciousness raising. It is important to
remember, however, the music's significance in group process relates to
listening as well as expressing, a necessary partner in dialogue with one
who is speaking, or singing.
"Listening is a central quality in the dynamics of
synergistic interaction.Consensus works because
people listen and feel listened to.Within an
empowering setting, power means being heard,
having your ideas taken seriously, being able to
participate in the dialogue.The synergistic
dynamics of listening and being heard, of
cultivating one's own and others' voices
simultaneously, and of creating new insights, new
solutions, a greater whole, is the process of
dialogue and it is characterized by power with."
(Kreisberg, 1986 p.152-7-161)
Robert Litton believes it is important that our collective awareness
of the nuclear problem and of solutions be "expressed artistically" because
of the human imperative for imagining the future. Litton claims that,

33

"When numbing occurs, the symbolizing process-the flow and re-creation
of images and forms --is interrupted" (Litton , 1982, p.104). According to
Litton, we must reawaken our symbolic awareness to express creative
solutions to nuclear danger:
"Awareness involves the full work and play of
the imagination. It means imagining danger that is
real, but also imagining possibilities beyond that
danger, forms of thought and action beyond
immediate assumptions." (Litton , 1982, p.112)
Psychologist are beginning research on the effect of music on
enhancing mental imagery, a primary component of imagination (Osborne,
1981). Since, "as symbolizers we have a psychobiological impulse toward
imagining the future," Litton sees a growing
"evidence of our imaginative power in
confronting the threat. That power is inherently
collective. Imagination is bound up with cultural
sharing...and this imaginative sharing in culture is
fundamental to being human." (Litton , 1982,
p.116-7)
It is widely hypothesized then, though not yet proven, that music can
facilitate the expression of suppressed emotions, living connections and
imaginative solutions it can do so in a social environment. It has been
observed that music builds communication and a sense of mutuality,
people expressing and listening to each others concerns—the foundations
of genuine dialogue. From dialogue comes praxis; reflection moves to
social action.
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The Use of Music in Facilitating Collaborative Social

Artinn

The collaborative component of music making and group songwriting
can be a facilitator of collective social action. Group music making can
build a sense of group support which can support collaborative critical
action (or which may lead only to naive gregariousness and individualistic
action-still an evolutionary step out of magical passivity). Topical song
lyrics based on critical-transforming thought can open dialogue and
further a critical naming and analysis of the nuclear problem.
Visionary music can provide a potent reflection of the desire for
social change. "Songs advocating social change have been recognized as
potential threats to the social order at least since Plato's time" (Reading,
1980, abs.). Plato warns: "The modes of music are never disturbed
without unsettling of the most fundamental political and social
conventions" (Plato, The Republic, p.333). Conversely, the contemporary
French theorist, Jacques Attali advises that music, as far as it is
controlled by economic structures, can be used manipulatively to impose
social norms and thereby political control (Attali, 1985). Yet Attali also
describes how music can offer a vision of future human potentials:
"The cardinal importance of music in
announcing a vision of the world is nothing new.
For Marx, music is the 'mirror of reality'; for
Neitzsche, the 'expression of truth'; for Freud, a
'text to decipher.' It is all of that for it is one of
the sites where mutations first arise..." (Attali,
1985, p.6)
In |Mnkp- The Political Economy of Music, Attali claims that,
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"Music is prophecy. Its styles and economic
organization are ahead of the rest of society
because it explores, much faster than material
reality can, the entire range of possibilities...It
makes audible the new world that will gradually
become visible...it is not only the image of things,
but the transcending of the everday, the herald of
the future." (Attali, 1985, p.11)
Contemporary literature on the political uses of music concentrates
primarily on the rhetorical impact of topical lyrics on political attitudes.
Song has been "an integral part of the efforts of those who attempted to
persuade others on behalf of certain movements seeking social and
political change in America" (Kaye, 1966, abs.). In modern America, the
labor movement of the 1930's and the civil rights and anti-war movements
of the 1960's used topical songs to further ideological rhetoric and
develop solidarity. It is debatable how much this rhetorical music is
politically manipulative versus how much it is politically empowering
(Rumbelow, 1969; Denisoff, 1972; Rodnitzky, 1976; Knupp, 1981; Dunaway,
1981; Chilcoat, 1983).
Historically, early American music was tied to social and moral
thought to the extent that:
"Those in the forefront of cultural development
--church musicians, music educators and musical
journalists- were more essentially "reformers"
than "musicians," in fact, and reflected the
preoccupation with the fulfillment of America’s
destiny in virtually every aspect of their thought
and actions." (Eacklor, 1982, abs.)
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Music has been used to "arouse emotions and control the behavior of
targeted groups in political, religious and educational contexts" since at
least the early 1800's in America. Due to its "emotional effect in
instilling devotion and engaging congretional attention," music was
employed evangelically at early 19th century religious camp meetings on
the Tennessee and Kentucky frontiers. These evangelical techniques were
politicized to generate voter support in the 1840 Whig party campaign.
Educationally, Horace Mann utilized group singing in the classroom to
create order and congeniality, stressing morality , literacy and
citizenship. (Kincheloe, 1985)
In the late 19th century, "song-poems" were integral to
working-class concerns and the labor movement. Working class
"song-poets" borrowed from musical and literary tradition to create a
working class form in an indigenous class culture. The repression of labor
after 1885, the rise of popular culture, and the managerial and
technological revolutions led to the disappearance of the song-poem form
and the working class consciousness of the previous decades (Halker,
1984).
Topical song coincided with the labor movement again in the 1930 s.
The radical, classically trained Composers Collective composed dissonant
music for the picket lines. The Almanac Singers adapted Appalachian folk
songs to labor and left-wing causes in the 1940's. Such folk musicians as
Pete Seeger and Woody Guthrie put their talents behind union organizing
during the Thirties and Forties (Dunaway, 1981; Seeger and Reiser, 1985).
People's Songs, a ''group of Communist oriented musicians and activists
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tried to sow the seed of a 'people’s culture' based on folk and folk style
songs, group singing, and a vision of a peaceful and just world." Via the
hootenany and Henry Wallace’s 1948 presidential campaign:
"The songs, singing and issues that
characterized People's songs' work provided
critical links between the Popular Front
radicalism of the 1930's and the Civil Rights
movement and the New Left of the 1950's and
1960's." ( Leiberman, 1984, abs.)
The stage was historically set for the acoustic singalong, folk and
gospel style music of the early civil rights and antiwar movements of the
1960's. Folk-style musicians added music to the peace and anti-McCarthy
movements of the 1950s. Popular educators at the Highlander Folk School
in Tennessee, where the civil rights movement Student Non-Violent
Coordinating Committee (SNCC) was formed, has carried on the political
tradition of folk and gospel music throughout its history of community
organizing (Adams, 1975).
In the 1960's political songs entered popular culture via such folk
stars as Bob Dylan and Joan Baez. Socio-musicologist Jerome Rodnitzky
remarks that though "protest songs have always been with us," it happened
that "the 1960’s witnessed a veritable revolution in American popular
music, as protest songs and 'message songs' of infinite variety competed
for public attention" and that "protest songs were the most vivid symbols
of an era that historians will no doubt label 'an age of protest
(Rodnitzky, 1976, p.x-xiv).
By the mid-1960's the music of politics had been electrified and
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popular rock and roll became politicized. Rock songs were used from
1965-1970 to communicate messages of social criticism and protest.
Dylan introduced political folk- rock at the 1965 Newport Folk Festival.
'Psychedelic' era dance concerts with bands and light shows, such as those
produced by Family Dog in San Francisco were a central expression of
'hippie' alternative ideology (Denisoff, 1972). By the end of the decade,
the Woodstock festival became the apex of the political rock music
statement.
"A close historical link was found between
the rhetoric of social movements which protested
racial inequality and American military
intervention in Vietnam and the songs of such
artists as Bob Dylan, the Beatles, the Rollings
Stones the Jefferson Airplane, Country Joe and the
Fish and many others. Artists and songs commonly
went beyond the traditional place of popular music
as primarily an entertainment medium into the
realm of advocacy concerning social issues and
policy." (Reading, 1980, p.1)
Rhetorical criticisms of protest songs cite the linguistic use of
simplicity, redundancy, sentimentality, stereotyping, emotionality,
baseness, humor and expressive in-group messages designed to reinforce
feelings of solidarity. Sociological categorization of the effects of
popular political music include such impacts as creating a sense of group
unity, arousing emotions, elevating morale, and encouraging people to get
involved. In the laboratory, Kaye found that songs alone produced only a
limited amount of attitude change, but when combined even with poor
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speeches, songs produced a significant attitude change in the the
advocated direction (Kaye, 1966; Rumbelow, 1969; Reading, 1980; Knupp,
1981; Chilcoat, 1983).
Sociologist, R. Serge Denisoff delineates six primary goals of "songs
of persuasion:"
"1. The song attempts to solicit and arouse
outside support and sympathy for a social or
political movement.
2. The song reinforces the values structure of
individuals who are active supporters of the social
movement or ideology.
3. The song creates and promotes cohesion,
solidarity, and high morale in a organization or
movement supporting its world view.
4. The song is an attempt to recruit individuals
for a specific social movement.
5. The song invokes solutions to real or
imagined social phenomena in terms of action to
achieve a desired goal.
6. The song points to some problem or
discontent in the society, usually in emotional
terms." (Denisoff, 1972, p.4)
In "Travels with an Anti-Nuclear Musician, activist/performer Court
Dorsey of Bright Morning Star provides a description of his experience of
music's potential for facilitating a powerful sense of group unity:
"Music is a unifying power, the power of the many
finding themselves in the one, the whole. To discover
this one need only listen. If one is with others and
each makes a sound, their voices will blend into one
sound, one voice...sound tends to show us where we
blend, where we are one. Is it any wonder then, the
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sense of empowerment that comes from singing or
chanting with others?" (Dorsey, 1980)

Music not been used only by the counter-culture as a tool of
protest. Political leaders may seek to maintain group solidarity
through music, at times using it to achieve social control through
propaganda. Powerful images of martial music used as a tool of
solidarity building are documented in Leni Reifenstahl's films of
Hitler's rallies in Nazi Germany in the 1930's and reconstructed in
the Marine boot camp scenes of Stanley Kubrick's recent Vietnam
film, "Full Metal Jacket."
Music can also be used to promote humanitarian, but naive,
social action. The trend in the mid-1980’s for large televised
benefit concerts, such as Live Aid for the famine in Ethiopia and
Farm Aid for the plight of the American farmer, use a primarily
issue-unrelated musical performance to raise money for a social,
if not political, cause. In a review of Jacques Attali's

Noise: The

Political Econnmv of Music. Jonothan Stevens criticizes these
events as a "skeletal mimicry" of the "thesis of uniting festival
and politics:" "These concerts tend to re-inforce tragically failed
strategies of dealing with hunger and torture and other global
problems while creating the illusion of a politically-based music
(Stevens, 1987. p. 204).
Beyond the support that art can lend to political activism,
aesthetic philosopher L. Hyde reminds us that, artistic creation is
a political act itself:
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"Art does not organize parties, nor is it the servant
or colleague of power. Rather the work of art
becomes a political force simply through the faithful
representation of the spirit. It is a political act to
create an image of the self or of the collective. So
long as the artist speaks the truth, he will, whenever
the government is lying, or has betrayed the mind of
the people, become a political force whether he
intends to or not." (Hyde, 1983)

If art, in this case music, has this potential to be political,
what process of artistic creation can insure that the cause of
liberation and not oppression is being furthered? This study
posits that it is democratic participation in the collaborative
creation of topical songs that can instill them with critical
consciousness. Collaboratively written songs are not created as
tools for "massified," leader-controlled consciousness. Massified
consciousness is a deviation from critical consciousness: It
looks like critical consciousness in its themes, but relies on a
charismatic leader who give slogans to people who respond
emotionally (Alschuler, 1976). This complication in the
development of critical consciousness makes it theoretically
preferable to maximize people’s participation in the songwriting
process where possible.
The process in which music is created and used relates not
only to social movements, but is a reflection of social
structures-liberating or oppressive. Seeing beyond the use of
music as a tool for organizing social movements, Jacques Attali
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describes the relation between music and the transformation of
social structures. Attali cites the contemporary potential of
collective musical composition to bring about new societal
relations. Attali calls for the historical replacement of printed
musical scores (representation) and recorded music (repetition)
with live composing "as an activity that is an end in itself." He
criticizes the repetitive, commodified usage of music in
contemporary society:
"Fetishized as a commodity, music is
illustrative of the evolution of our entire society:
deritualized a social form, repress an activity of
the body, specialize its practice, generalize its
consumption, then see to it that it is stockpiled
until it loses its meaning. Today music
heralds...the establishment of a society of
repetition in which nothing will happen anymore."
(Attali, 1985, p.5)
Yet Attali cites, increasing examples of composition, free from the
publishing and recording industries, which are changing social
communication:
"Composition does not prohibit
communication. It changes the rules. It makes it a
collective creation, rather than an exchange of
coded messages... Composition...is no longer a
central network, an unavoidable monologue,
becoming instead a real potential for
relationship...Composition liberates time so that it
can be lived, not stockpiled." (Attali, 1985,
p.143-5)
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According to Attali, composition, dialectically emerging from the
contradictions of repetitive society, creates a model for new
socio-economic organization:
" Production takes the form of one of
collective composition, without a predetermined
program imposed upon the players, and without
commercialization...In composition...labor is not
confined within a preset program. There is a
collective questioning of the goal of labor...the
creative labor is collective..." (Attali, 1985,
p.141-2)
According to Attali's vision, the collective creation of music is both a
model and a tool for the creation of more humane society. In "Songs: The
Universal Strategy," educator Roberta Harro reflects on the potential of
music to accentuate social interaction,
"A song can communicate a feeling, emphasize a
message, capture an audience, provide an outlet,
lift a spirit, start a discussion, create a harmony,
or proclaim a celebration. It can move motivate,
excite, involve, reach, touch, calm, enrich or pacify
A song lends beauty to a simple deed, nobility to a
basic belief, truth to a mere comment." (Harro,
1977)
This research project is a small scale, clinical exploration of
collaborative music making as applied to facing the threat of nuclear war.
Can collaborative music making be useful in organizing a response to the
threat of nuclear war? Music has been used for political purposes, but
rarely to foster participation in creating political ideology. This
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experiment in fully collaborative topical songwriting seeks to open and
advance the dialogue from which will emerge a collective and critically
conscious response to the threat of nuclear war.
In summary, historical and social scientific beliefs lend support to
the hypothesis that music has the capacity to raise consciousness by
facilitating emotion, self-expression, and collaborative action in response
to the threat of nuclear war. But lack of extensive research data mean
that it should be systematically checked. By facilitating emotional
awareness and expression, can music confront psychic numbing and denial?
Can music, by allowing for imaginative and collaborative expression,
facilitate the collective visioning and social action needed to create a
peaceful world?

Music in Peace Education
Increasing perception of the need for educators to take a leading role
in facing the nuclear threat has spawned a growing curriculum
specialization in peace education. Institutions ranging from the National
Education Association, to the United Nations, to state and local school
boards have cited teaching for peace as a critical agenda item for
education in the nuclear age. Calling for the creation of a Peace Academy
in 1983, then executive director of the National Education Association,
Terry Herndon exclaimed, "It is time for us to raise our voices. No one of
us can do everything, but each of us can do something...Moreover, the
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necessary conditioning of the public to accept the arms race is inimical to
education for peace. Teachers are--they must be enemies of war"
(Herndon, 1983 p.528-32; Elam, 1983; Muller, 1984; Educators for Social
Responsibility, 1985; Ungerleider, 1986).
While it is debated whether facing nuclear fear is an ’adult’ issue and
to be addressed primarily in workshop formats, a special Task Force of the
American Psychiatric Association demonstrated that young people are
aware of nuclear dangers and exhibit feelings of fear, helplessness and
despair (Mack, 1982). Peace curriculum is becoming available to people of
all ages, though its content varies for different educational levels and
settings.
Peace education generally focuses on issue awareness, expressing
feelings, communication, or social action. Curriculum formats to cover
these areas include A) issue related informational materials-covering
nuclear arms issues, histories of peace and justice movements, and
furthering understanding of the cultural perspectives of others--from the
multicultural classroom to the Soviet Union.; B) activities for expressing
thoughts and feelings designed to develop a sense of personal
empowerment; C) exercises to build interpersonal skills --for dealing
with conflict in everyday life, dealing with global conflict, decision
making, communicating, negotiating change and; D) social action projects
to develop group empowerment abilities.
The basis for utilizing music in peace education lies in its stated
potential for affective awareness, interpersonal skills, and collaborative
social action. Peace curriculum available for secondary students currently
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includes whole units on expressing feelings. Elementary and secondary
peace curricula include exercises to develop skills in communication,
cooperation, affirmation, conflict resolution and problem solving. Some
peace education curriculum seeks to build the collaborative foundation
necessary for social action (Adams and Schmidt, 1972,1974; Judson, 1977;
Carpenter, 1977; Children's Creative Response to Conflict Program, 1978;
Lemoine and Farkas, 1983; Bickmore, 1984; Chetkow-Yanoov, 1985). Since
songs can also be informational, sparking further discussion and research
on a topic, each area of peace education can be potentially addressed by
musical curricula.
A great challenge to affective, interpersonal and action-oriented
peace education, with or without music, is in gaining acceptability in
post-secondary curriculum. At the university level, Peace and Conflict
Studies or Peace and World Order Studies programs consist primarily of
international economics, sociology and political science courses. Robert
Elias, head of the peace program at Tufts University, breaks peace studies
into two categories:
'The first deals with the geopolitics of nuclear
weapons and war, explores nuclear weapons systems
and the history of arms control, analyzes regional
and national conflict, and seeks alternative security
means.
The second focuses on a far broader range of
issues in the social justice area: economic equality,
roots of conflict, racism, sexism, nonviolence,
mediation, and citizen’s movements." (in Marquand,
1986, p.2)
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Intrapersonal and interpersonal issues which make music relevant to
peace studies are not prioritized at the post-secondary level.
An increasingly recognized need for new approaches to conflict
resolution and non-violent communication has led to the development of
adult curricula which have been deseminated beyond schools through
popular literature and mediation programs (Stanford, 1975; Fisher and Uri,
1981; Schmidt and Friedman, 1983; Rosenberg, 1983; Kreidler, 1984).
Though there has been no research done on the use of music in peace
education, absence of hard data has not kept curriculum developers and
teachers from using music. If music is effective in raising consciousness,
it is beneficial to look at current musical peace curriculum in order to
determine the current limitations and future potentials of music in the
peace curriculum. Some music is being incorporated into peace education
at present. The literature on the use of music in peace education is still
in its infancy. The appearance of musical activities in most existing
peace education publications is rare. It is evident from interviews with
musicians, however, that music is employed in peace education more
frequently than the literature conveys (Ungerleider, 1986).
It is at the elementary school level that music most frequently
appears as part of the regular curriculum. Musical activities in
elementary school peace curriculum literature are used to promote various
affective and collaborative goals. These activities include:
a) Group-building: Whole group singing is intended to be a community
building exercise;
b) Communication: Community music making jams are employed in
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efforts to build cooperation and communication. Rhythm instruments are
used for non-verbal communication exercises;
c) Self-esteem: Making simple instruments--such as drums, maracas,
sandpaper blocks or a ukelele-is called a self-esteem building activity in
the literature. Musical games are also billed as self-esteem builders,
providing a format for group recognition and affirmation of students.
Music related activities are used to provide opportunities for the
affirmation and appreciation of self and others. Music activities provide a
context for young people to practice affirmations rather than put downs,
to share, and to become more aware of feelings and sex roles. In a sample
activity, students may be encouraged to make up words to a song that
affirms their worth and expresses appreciation of others in the group
(Stefanie Judson, 1977; Children's Creative Response to Conflict Program,
1978).
Geared for younger children, yet more explicitly about world peace is
a recently released a songbook entitled Children's Songs for a Friendly
Planet which includes 115 songs on the theme of a peaceful caring world
for kids ages 5-12:
'The songs here cover a wide range. Thirty-two
are songs of foreign lands--songs of joy and
laughter, of friendship and caring, of freedom and
social justice. There are songs of peace, peace
heroes and heroines, and about non-violent
movements of former and modern times. Other
songs speak of the need to protect and preserve the
earth and its resources for our own and future
generations.” (Fellowship of Reconciliation, 1986)
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While the appearance of music in secondary peace curriculum is much
more limited than in elementary curriculum, it is explicitly related to
world peace issues. Peace-oriented songs from the new folk tradition of
the 1960’s are used in some secondary peace curriculum texts. Such songs
as Bob Dylan's "Blowin’ in the Wind," and Peter, Paul and Mary's "If I Had a
Hammer," and Malvina Reynold's "Magic Penny,"are used in listening,
discussion and singalong activities. Biographies of musicians, such as
Woody Guthrie and Joan Baez, have been included in secondary curriculum
as role models of 'peacemakers.' A somewhat comical inclusion of music
in several publications, was a conflict resolution role play involving the
battle between teenagers and parents over the issue of loud music on the
stereo at home. (Educators for Social Responsibility, 1983; Lemoine and
Farkas, 1983).
Extracurricular musical activities, such as theater pieces have been
employed to address peace issues. The most well known example is
probably the play "Peace Child," which was written by adults for groups of
children to perform. It is being promoted and distributed internationally by
a non-profit organization called the Peace Child Foundation. It was
performed in various cities on United Nations International Peace Day,
September 18th, 1986, as part of the kick-off festivities for the U. N. Year
of Peace. (Sweeney, 1984).
Outside of formal educational institutions, music is used to educate
for peace by members such topical musical organizations as the People's
Music Network/Songs for Freedom and Struggle and acoustic musicians
such as Molly Scott, Jim Scott, Fred Small, Lorre Wyatt, Ruth Pelham and
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Bright Morning Star. The folk tradition which underlies the work of these
contemporary artists is biased towards audience participation, through
singing together if not by collaborative songwriting (Seeger and Reiser,
1985; Ungerleider, 1986).
In summary, music within current peace curriculum literature
stresses group cooperation and personal self-esteem for younger children,
historical awareness and values clarification for secondary students.
Musical peace curriculum is formally non-existent for post-secondary
students and adults, though those older groups are more able than children
to pursue non-academic musical consciousness raising activites--such as
the peace oriented folk or rock concerts of the 1960's. More controversial
issues such as psychic numbing and denial, and collaboration for social
action are less often addressed in any curriculum-with or without music.
The following chart illustrates the current uses and purposes of
music in peace education broken down into primary, secondary, college,
adult levels of utilization. In Table 2, X's represent where various
applications of music are employed at each educational level, 0's
represents a lack of musical curriculum at a given level:
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TABLE 1.2
Uses of Music In Peace Education

Uses; Purposes

SETTINGS
Secondary College

Primary

Adult
(nonformal)

Group-building

X

Communication/cooperation
Self-esteem development

X
X

(affirmation/appreciation)
Singing together

X

Peace-oriented songs

X

Extracurricular activities

X

Historical awareness
Values clarification

0
0
0

0
0
0

X
0
0

0
0

0
X
X
X
X

Affective education

0

0

0
0
0
0
0
0

X
X
0
0
X
X

(emotional awareness)
Collaborative creation
Addressing psychic numbing

X
0

0
0

0
0

0
0

The holes in this chart point to lacks and potential uses of music in
peace education. For example, the group-building, communication and
self-esteem development activities incorporated primarily in elementary
curriculum could be applied at any age level. Singing together, along with
other affective education, is typically devalued in secondary and
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post-secondary education as being non-academic. (The devaluation of
affective education in the United States should be considered in terms of
the militarization of society (Litton, 1982; Mack, 1985; Ressler, 1986).
Songs could be used more extensively to illuminate history in secondary
and post-secondary social studies. Musical curriculum which promotes
values clarification and emotional awareness is most likely to occur in
nonformal adult workshops, but is applicable in schools as well. Using
music to promote collaborative creation and to address psychic numbing is
a new focus in peace education, one on which the purpose of this study is
based.
In overviewing the state of music in peace education in terms of
raising consciousness, it is apparent that the emotional, expressive and
collaborative capacities of music are already employed, if not in a
systematic fashion. The difficult emotions of the nuclear age are often
sidestepped when dealing with younger children, and arguably, this may be
best. The self-esteem, self-expressive and collaborative skills that
music builds in children can later be applied to the nuclear issue as they
mature emotionally. The exposure of young adults to topical songs may
help them to develop a critical sense of history and analysis of the nuclear
issue and systemic causes of war. Whether out of academic bias or
cultural fear of exploring emotions, at the secondary and post-secondary
levels, the difficult emotions of the nuclear age are often subsumed to an
intellectual approach. In adult peace education, group singing may create a
gregarious (naive) atmosphere of support, either in schools or at political
rallies, and may or may not be linked to critical analysis and action.
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Many current peace curriculum activities are such that they could be
expanded to utilize music in raising consciousness. Music could be added
to enhance various visualization and movement activities that are
currently used. Theatric issue-related role plays could incorporate
examples of topical songs or self-expressive creations by the students
themselves. Activities for individual poem and story writing could
conceivably be transformed into collaborative songwriting and performing.
Lessons about multicultural cooperation could easily incorporate music.
Journal writing as a way for students to record their feelings-as well as
to record how they themselves are critically, consciously making
history-could be expanded into a collective record of the group's own
history using music and perhaps video (Kathy Bickmore, 1984; Snow, 1984;
Schmidt and Friedman, 1985).
The goal of this study is to take some of the building blocks of
musical potential in peace education and demonstrate how critical music
making can be done, and then to document its effectiveness for raising
consciousnes about the threat of nuclear war.

Collaborative Sonawritina
Songwriting is usually an individual activity, or at most a
professional partnership: Famous songwriting duos include Rogers and
Hammerstein (or Hart), and the Beatles' Lennon and McCartney. Music
making is often a collaborative activity in the context of a band. Most
participatory music making which includes the audience, i.e.
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non-musicians, is generally directed by a songleader, or musician/expert.
Such participation is usually limited to singing along on a chorus, making
up a few words for a verse in a pre-existing song, or at the extreme,
providing the issues about which professional musicians will compose a
topical song.
The collaborative songwriting component of this workshop is related
to, yet exceeds participatory song styles historically used by folk
musicians and currently being employed in Central and South American
social change movements. The collaborative songwriting technique used in
the workshop is a new and original synthesis of the theoretical need for a
fully participatory collaboration in creating political art with the
practical skills of the topical, folk musician.
The songwriting workshop developed for this study seeks go beyond
previous limits to participation in the creation of topical music and to
facilitate complete group participation in the creation of an original song.
By incorporating ideas of every member of a group in the creation of a
topical song, the group's own attitude about the issue is clarified and
expressed. Any sense of group solidarity which emerges through the
expression of their own song is not externally imposed. The group's own
ideas can be synthesized into an ideologically and emotionally coherent
statement--a song--easily accessed for further reflection and discussion
or as a reminder of group goals and values.
Audience participation in songwriting is usually limited to a word or
two in a verse or chorus. Ruth Pelham and Betsy Rose are popular topical
singers who utilize an audience participatory technique called the "zipper
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song." The audience is asked to contribute key words to the verses of a
song. In "Look to the People," Pelham asks the audience to shout out
qualities which we will "look to the people for....in the hard times coming
ahead" (Pelham, 1985). Rose sings "I Can’t Imagine Life Without Popcorn"
and then asks for audience suggestions of life's pleasures that "we’ll
always have" here on a healthy Earth (Rose, 1984).
A related topical songwriting workshop is taught by Marcia Taylor of
Bright Morning Star. Taylor utilizes the writing techniques of Clustering
and Mind Maps developed by Gabrielle Rico in Writing the Natural Wav to
teach topical, though individual, songwriting techniques (Rico, 1983).
In a political application of quasi-participatory songwriting, a
university development project in the Norte del Cauca region of Colombia,
used music to clarify people's local issues. Researchers engaged local
people in a process of defining the issues that were important to them.
The researchers then took this information to professional musicians and
produced a dance tape, "Luchas Cantatas," with political lyrics specific to
Norte del Cauca. The songs were written in popular Latin dance rhythms,
such as salsa, bamba and merenge. Songs covered such topics as
contaminated water (Aguita Contaminita), a satire playing on the name of
a local corrupt politician (Chao Chao Chauxl), a ballad about a local
historical hero (Sinecio Mina), and a call to form a popular force ("Una
Fuerza Popular-vamos todos a formar."). The tape is now widely heard
and danced to in the region.
In Nicaragua today, Carlos Mejia Godoy and his brother Luis Enrique
Mejia Godoy, songwriters working for the Cultural Ministry, write songs
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about national and community issues. The Godoy brothers research the
issues in communities and further dialogue about them through popular,
topical songs on such albums as "Canto al FSLN" and "Un Son Para Mi
Pueblo" (Godoy, 1983; Godoy, 1985).
As a support for political movements, musicians are often invited, as
'experts,' to perform at rallies. There is also a demand among political
activists to learn the songs of their particular struggle or movement.
Johanna Halbiesen, founder and director of the New Song Library, receives
requests for topical songs from musicians, music teachers and activists
throughout the United States and Canada. Many of those requests come
from churches and political groups who are planning events but know of no
songs on their issue. Halbieson helped to compile a 1984 collection of
"Peace Gathering Songs" as a resource for regional Community Peace
Gatherings at which the television movie, "The Day After" was discussed.
Such examples of professional musicians providing the songs for the
people could facilitate the development of critical consciousness, but they
could also be an example of massified consciousness.
A fully participatory, creative peace project is the recently
completed novel by Sarah Pirtle, An Outbreak of Peacs- Pirtle worked
collaboratively with elementary and secondary students to write the book.
Facilitated by a songwriter, though not a musically oriented project, All
puthrpaknf Peace incorporates the vision of collaborative creation
pursued in this study (Pirtle, 1987).
The design of the collaborative songwriting workshop used in this
study seeks to maximize personal participation in the group creative
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process. This consists of affective, cognitive and interpersonal activities
which allow for emotional reflection, self-expression and the
collaborative creation of an original topical song. This workshop seeks to
promote dialogue towards the development of critical consciousness. The
group songwriting design is a logical manifestation of Freirian thought
applied to group peacework and the potentials of musical curriculum.

Chapter II
DESIGN OF STUDY
Subjects
The study assesses some of the effects of a collaborative
songwriting workshop for adults on their level of consciousess. Three
treatment groups were used in the study. A demographically consistent
adult no-treatment control group was given pre and post tests but no
training. Study participants were adult community groups interested in
issues of peace in the nuclear age. Each workshop group consisted of 8-12
members.
The three treatment groups who participated in the workshop and took
the pre and post tests were: 1) Williamsburg Peace Action, an activist
group that meets monthly to plan and carry out peace-oriented projects
and actions. They were involved, for example, in a referendum which
resulted in making their town a nuclear-free zone. 2) Amherst Baha'i, a
group of Baha'i adherents who get together for various church related
activities and who gathered specially for a group songwriting evening. The
Baha'i church is reknowned for its devotion to the creation of a peaceful
world. 3) The Brunch Group, an informal gathering of friends who were
interested in trying out a peace-related, group songwriting workshop.
This group had no formal peace or political orientation and did not meet
formally other than for this workshop.
There were no statistically significant differences between the total
experimental population and the control group in any of the background
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characteristics of participants. No participant in the experimental group
was under 28 or over 56. The mean age of the experimental group was 37.
The mean age of the control group was 32. The youngest member of the
control group was 23 and the oldest was 39. In the experimental group,
there were eleven women and nine men. In the control group there were
six men and six women. The educational breakdown of the experimental
group consisted of eleven who had studied at the graduate level, eight at
the undergraduate level and one who had completed no more than high
school. In the control group, eight had some graduate level education and
four had completed no more than undergraduate study. (See Table 2:1)

TABLE 2:1
Comparison of Experimental and Control Groups on Background
Characterisics
Experimental

Control

Significance

o
CM
II
c

n = 12

Size
Age:

mean = 37
range = 28

mean = 32
range = 16

n.s.

Sex:

f =11
m= 9

f = 6
m= 6

n.s.

Education:

graduate = 11
college = 8
high school = 1

graduate = 8
college = 4

n.s.
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A statistical test was done to further assess whether the treatment
and control groups were equivalent subject populations. Pretest mean
scores for experimental and control groups were compared by t-test to
check whether the control group C scoring was representative of the
treatment population.

A t-test comparison, between the overall

treatment group of 20 workshop participants and the control group
consisting of 12 members, determined that the control group was
statistically representative of the treatment population. The total
pretest mean score for the treatment population was 218, a fundamentally
naive score. The control group pretest mean was 238, also naive, and not a
statistically significant higher score, (t = -1.91, p = .065) The control
group was predicted to be a mix of naive and critical level subjects and
this was confirmed by the pretest. Such predicted similarities in the
groups reduce threats to the internal validity of the experiment.
Workshops were also conducted with a group of college students, the
Deepwoods Drive Group, and an elderly singing group, the Young at Heart
Chorus. While the songs created in these workshops are described in
Chapter Three and included in the audiotape appendix, these groups were
not used in the data sample due to their age variance from the primary
groups.

Methods
Participatory Research
The International Council of Adult Education defines participatory
research as "an integrated activity that combines social investigation,
educational work and action" (Hall, 1981, p.7). Participatory research has
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developed in work with oppressed peoples in the Third World. Freire's
work with illiterate peasants is exemplary of the participatory research
style. Occasional participatory projects have been undertaken in
developed nations by such groups as Highlander in rural Tennessee
(Gaventa and Horton, 1981; Society for Participatory Research in Asia,
1982; Brown and Tandon, 1983).
Participatory like action research, emphasizes "the value of useful
knowledge" over academic abstraction. Both place "high value on
developmental changes," finding "problem solutions to be as important as
the advancement of knowledge." Participatory research extends further
politically than typical action research by seeking "research implications
that enable oppressed groups to improve their lives" (Brown and Tandon,
1983, p.281-2). While action researchers work within the existing social
system, participatory researchers often work against it by seeking
"research outcomes that will change the status quo" (Brown and Tandon,
1983, p.287-8). Brown and Tandon remark:
"Recurring themes in participatory research
include equitable distribution of resources,
empowering oppressed groups increasing
self-reliance and transforming social structures
into more equitable societies....The ideology of
participatory researchers emphasizes large scale
structural forces, conflicts of interest, inequalities
and changes that reduces oppression." (Brown and
Tandon, 1983, p.281-2)
The Society for Participatory Research in Asia provides a description
of the goals of participatory research:
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"Participatory research supports and contributes
to the efforts of individuals, groups and movements
which challenge social inequality and work to
eliminate exploitation. It strives to play a liberating
role in the learning process by promoting the
development of a critical understanding of social
problems, their structural causes and possibilities
for overcoming them. It does not claim to be neutral.
As a research approach, it calls for democratic
interaction between the researchers and those among
whom the reseach is conducted. Democratic
interaction depends upon the political participation
of those involved in conducting research on the
causes of their exploitation with the objective of
overcoming the exploitation." (Society for
Participatory Research in Asia, 1982, p.1-2)
The process of participatory research consists of "three inter-related
processes:" collective investigation of problems and issues, collective
analysis with attention to underlying structural causes of the problem and
collective action aimed at both long and short term problem solutions.
This study attempts to be dialogic and participatory, within limits.
(see Research Issues and Limitations) The workshops conducted in this
study seek to be a form of mutual consciousness raising for mutual,
organically defined and not academically imposed goals. "In dialogic
research, ’researcher and subjects' are co-searchers, collaborators in a
shared endeavor to describe and understand their experience" (Kreisberg,
1986, p.85). Freire points out: "no one conscientizes anyone else. The
educator and the people together conscientize themselves, thanks to the
dialectical movement that relates critical reflection on past action to the
continuing struggle" (Freire, 1985, p.125). Limitations on the
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participatory nature of the study relate to the time involvement of the
researcher with the group. A typical participatory research project
usually includes a longer term involvement with a group than was feasible
for this study. In a longer term process, group goals could be more
organically and extensively defined and achieved.

The Sonowritinq Workshop: Raising Consciousness Through Emotion.
Expression, and Collaboration
The songwriting workshop is participatory research in raising
consciousness in response to the nuclear threat. The songwriting
workshop attempts to raise consciousness via three avenues: by
facilitating emotion, self-expression and collaboration.
Emotion: By providing a supportive context in which to experience
emotions related to the nuclear threat, the workshop directly addresses
affective phenomena such as denial and psychic numbing. Songs about the
nuclear issue are intended to contact related emotions and thereby
confront avoidance and unwillingness to experience these emotions. Such
songs are listened to, written and sung during the course of a workshop.
The workshop experience provide grounds for reflection on the significance
of contacting emotions through music in changing magical responses to
nuclear arms. The workshop is intended to help build the capacity for
coping with these emotional aspects of the nuclear issue.
Expression: The expression of thoughts and feelings related to the
nuclear threat is a step towards overcoming the culture of silence that has
developed in the nuclear age. Expressing feelings can be a first step
towards moving out of passivity (Macy, 1981). This experience should

64
reduce disdain not only for thinking and feeling about nuclear weapons, but
for speaking and acting in response. By facilitating participant
self-expression, the workshop provides an opportunity to move beyond
passive avoidance of the nuclear issue.
Collaboration: Collaborative songwriting and singing together
provides a model of successful group effort and accomplishment in regard
to the nuclear issue. Group members work together to create an artistic
expression of mutual concern. This experience will demonstrate how
creative collaborative action in response to the nuclear threat is possible,
can be mutually supportive and even joyful.
Collaboration is defined as a relational system in which individuals a)
share mutual aspirations and a common conceptual framework
characterized by b) choices which create just, caring and committed
intra-group relationships, and c) cooperative action (Freire, 1970; Appley
and Winder, 1977). Most studies on collaboration seek to contrast it with
competition, often in the workplace (Winder and Kanno, 1981). This study
explores the relationship between creative collaboration and social action.

The Workshop Design
Each subject group participated in a 3-hour songwriting workshop.
During this workshop, participants were encouraged to experience and
express thoughts and feelings about the danger of nuclear war.
Participants sang, listened to songs, did a guided visualization and wrote
an original song together during the course of each workshop. The
collaborative songwriting workshop consisted of three components of
musical activities, each followed by reflection and discussion:
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1) Singing (Expression): singing three peace songs together as a
group; discussing affective and self-expressive issues related to singing,
personally and as a group.
2) Listening (Emotion): listening to two topical songs about the
nuclear issue and discussing emotions that were evoked; listening to
instrumental music while doing a guided visualization about the
preciousness of life on earth. (This exercise is drawn from Joanna Macy’s
'despairwork' techniques.);
3) Songwriting (Collaboration): creating a topical song about the
nuclear issue; singing this original song together; reflecting on the
implications of music, emotion, self-expression and collaboration in the
development of a social voice which responds to the nuclear threat. The
workshop closed with reflection on the significance of the songwriting
process and implications for future group peace work.
Outline of Workshop:
I. Pretest (30 minutes)
1. Introduction and Opening Songs (30minutes)
--Agenda review
(‘Chart A--Agenda/Appendix 2)
--Group singing 1-Down By the Riverside
-Share Personal Experience of Music and Singing: Making it Safe
-Why the songwriting workshop?
-the nuclear issue-basic facts;
(‘Chart B-Nuclear State of the World/Appendix 3)
-denial and the culture of silence;
-tapping oui voice
-the use of music in politics:
past (brainstorm-Newsprint X) and possible (group songwriting)
-Group Singing 2-Last Night I Had the Strangest Dream;
With All My Might/Turn this World Around
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2. Listening/Reflection (15minutes)
-Topical songs: I Can't Seem to Relax/Dream
-Dyad Exploration-Feelings, frustrations about nuclear buildup evoked
by songs. Fill in the sentences:
"When I think of all those weapons, I feel so..."
"One of my worst fears about nuclear war is...")
-speak out/share in pairs
3. Listening/Guided Visualization (5 minutes)
-taped instrumental music; Albononi's Adagio
-on connectedness/preciousness of life on earth; Macy text The Web'
4. Collaborative Songwriting (Ihour)
a. compose personal lyric taken from visualization (paper and markers)
b. join with a partner, then in verse groups of 4;
c. polish verses
d. structure song lyrics (verses and chorus) and style with facilitator
e. compose music with facilitator, line by line
f. sing the original song as a group
g. review emotional significance of singing; sing again; record
5. Reflection/Group Discussion. (15 minutes)
-So what? Now What?
II. Posttest and Workshop Evaluation Questionnaire. (30 minutes)

The workshop design is described in detail in Chapter Three.

67
Design. Measures and Statistics
Design
The research design is a pretest/posttest nonequivalent control group
evaluation of the impact of a songwriting workshop. Though treament and
control groups are matched for background and demographic
characteristics as closely as possible, statistical theory considers this a
nonequivalent group design because there is no randomization of subjects
(Campbell and Stanley, 1963; See Research Limits and Issues for further
discussion).
Qualitative results of the study include the songs themselves and the
comments made by the workshop participants during, immediately after
the workshop and in follow up phone interviews. These are reported in
Chapter Three. Quantitative results are reported and statistically
analyzed in Chapter Four.

Measures of Impact
The C Code. Consciousness (C) as defined by Freire along a scale
from magical to naive to critical was measured using Alschuler and
Smith's C coding scale. The C coding process utilizes pictures which
present images of oppressive relationships. Group members were asked to
tell a story about the pictures, thus revealing their patterns of thought
related to an oppressive scenario, in this case nuclear weapons and the
threat of war. The frequency of magical, naive and critical references are
counted (Freire, 1973; Alschuler and Smith, 1976).
The C code system has demonstrated coder reliability consistently at
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a high level. Split half and stability of the measure have not been
systematically studied. The measure has demonstrated face validity
(Alschuler and Smith, 1976). Criterion related validity for the measure
has been demonstrated in studies with Ecuadoran peasants (Smith, 1976)
and women’s consciousness raising groups in the United States (Bailey,
1976). Predictive validity was demonstrated in a study of teachers in
Springfield, Massachusetts (Alschuler, 1982) and in a study on adult
education in a local church in the midwestern United States (Beveridge,
1984).
Participant responses were coded according to the method developed
by Alschuler and Smith. Sentences in member stories were coded as
magical, naive or critical according to the method developed by Alschuler
and Smith. It was determined what percentage of total scored responses
are magical, what percentage naive and what percentage critical. The
percentage of magical responses were multiplied by 1, naive responses
multiplied by 2 and critical responses multiplied by 3. The sum of the
three totals gave scores between 100 and 300. If 100% of the scored
responses were magical, the score would be 100; if 100% of the responses
were critical, the score would be 300 (100 x 3 = 300) (Alschuler and
Smith, 1976, p.127).
C coding was done for each group in each component of
consciousness; naming, analyzing and acting, as well as for a total C
score. The posttest repeated the pretest procedure. The lyric content of
the collaboratively written group song was also C coded after the
workshop.
C coding reliability was developed on practice protocols (Alschuler
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and Smith, 1976). Coder reliability scores on four practice sets improved
until they were consistently over the required 80% accuracy for practice
sets C and D. For set C, restructuring accuracy was 91%, coding accuracy
was 87%, and overall accuracy was 91%. For Set D, restructuring accuracy
was 84%, coding accuracy was 81%, and overall accuracy was 82%. (Set A
had accuracy of scores 73%, 60%, and 64% respectively and set B had
scores of 79%, 75%, and 73% respectively.)
Participants in the treatment groups were administered pretests
immediately prior to the workshop and posttests immediately following
the workshop. For the control population, the posttest was administered
several hours after the pretest with no specific activity between the two
seatings. The age, sex, and educational level of each subject were
determined by questions on the pretest form. Anonymity of respondents
was protected by offering them the choice to use their mother's maiden
name if they were uncomfortable with revealing their name. (See Pretest
Information Sheets/Appendix 6)
In the pretest, three pictures-either set A or set B (See Test
Pictures/Appendix 9)-- depicting scenes which approximately evoke the
participant's relationship to the nuclear situation were presented to each
participant. Attention was paid not to tell participants too much about
the purpose of the workshop prior to the pretest in order not to skew their
scores. The following oral pretest introduction was given to each
participant group. A written version of instructions was also included on
each pretest form. (See Instructions/Appendix 5)
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Pre Test Introduction and Instructions:
My name is John Ungerleider, I am a doctoral student at the University of
Massachusetts in Amherst. I am conducting a research project on group
songwriting which includes a new and unique songwriting workshop
designed to facilitate the experience and expression of thoughts and
feelings, and to see how this effects problem solving abilities in groups.
Since this is part of my doctoral research, it involves measuring what
effect this workshop has on people. I'd like to give you a pretest before
explaining in any detail what the workshop is about. There will be a
similar posttest after the workshop. (For the no-treatment participants:
You will be asked to complete a similar posttest in several hours. It is an
important part of the study, whether or not you actually attend the
workshop, so your time and effort is very much appreciated.) The test
takes 20-30 minutes.
Please fill out the information sheet on the front of the packet. Put your
own name, or if you wish your mother's maiden name. Your answers will be
kept confidential.
In this test, you will each get a chance to try your hand at naming and then
solving some problems. I would like you to respond to the questions by
telling stories about the pictures-four questions to each picture. There
are no right or wrong answers, just different problems solving styles. The
best answer is the longest, so write as much as you can. I would like you
to write for six-ten minutes for each picture response. I will keep time to
tell you when six and ten minutes are up. Are there any questions?
Each subject was asked to create a story about each picture by
responding to the three sets of four focused questions. This total of
twelve question responses allowed subjects to write a protocol for C
coding consisting of three 'stories.' (See Test Form/Appendix 7) C coded
data consisted of six stories per group member, three written before and
three after the workshop, plus the collaboratively written group song.
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1) General Description: What is taking place in this picture? (Who are the
individuals? What are they thinking and/or discussing?)
2) What problems do each of these individuals have?
3) Why are things as they are? Who and/or what is to blame for these
conditions?
4) What can be done to solve these problems? (What have these
individuals done? What should they have done? What will they do in the
future to solve these problems?) (Alschuler and Smith, 1976)
For each group, A and B test forms were counterbalanced during the
pretest and posttest to control for variations in the pictures. During the
pretest, half of the participants received picture set A and half received
set B. In the posttest, those who received group A received group B and
vice versa. This was done in order to control for variation in "pull" of the
pictures towards any specific stage of consciousness. Of treatment group
members who completed both the pre and post tests, eleven had the A
pretest and nine had the B pretests. The control group completed an equal
six A pretests and six B pretests. Several workshop participants did not
complete the posttest in the WPA group. This plus an odd number of
subjects in the WPA and Brunch groups resulted in the imperfect
counterbalancing of A and B test forms for the treatment group. If the
tests were shown to have unequal 'pull,' an argument could be made that
results were biased. (See Research Issues and Limits for a test and
discussion of this possibility.)
Tests were coded blindly for pretest and posttest, although it was
known by the coder which group the test came from. In the case of several
control tests, it was also known which was the pretest and which was the
posttest. (See Research Issues and Limits)
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Workshop Evaluation. Participants were be given a Workshop
Evaluation Questionnaire immediately after the workshop, simultaneous
with the C code posttest. These generated more subjective data to suggest
other impacts of the workshop besides consciousness raising. The
questionnaire was used to indicate whether individual and group behavior
may have been affected by the workshop, and to point to any changes to
improve the workshop design.
Workshop Evaluation Questionnaire:
(Please check the box that most accurately represents your feeling.)
1. Did you feel that the workshop was a worthwhile experience?
°1) not at all °2) a little °3) somewhat °4) very much °5) extremely
2. Which activities did you find most effective?
“singing; “listening to songs; guided visualization; sharing in pairs;
“group discussion; “collaborative songwriting; reflection/brainstorm
3. Which activities did you find least effective?
“singing; “listening to songs; “guided visualization; pair sharing;
“group discussion; “collaborative songwriting; reflection/brainstorm
4. Did you feel that music was a valuable tool for looking at feelings about
the nuclear issue?
“1) not at all “2) a little “3) somewhat °4) very much “5) extremely
5. Do you believe this workshop experience has improved your ability to
communicate with others about the nuclear situation? .
“1) not at all °2) a little °3) somewhat °4) very much

5) extremely

6. Do you feel more supported by others in your concern about nuclear war
than you did before the workshop?
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°1) not at all °2) a little °3) somewhat °4) very much °5) extremely
7. Do you feel more empowered to respond to the nuclear threat than you
did before the workshop?
°1) not at all °2) a little °3) somewhat °4) very much °5) extremely
8. Do you believe the the workshop has improved your group's ability to
respond to the danger of nuclear war?
°1) not at all °2) a little °3) somewhat °4) very much °5) extremely
If so, how?
Please include any comments or suggestions about the workshop on the
reverse side of this sheet.

Follow-Up Interviews. To obtain an indication of the residual effects
of the workshop, several weeks after the workshop, a convenience sample
of participants were given follow-up exit interviews. The sample of
participants who were interviewed was based to a large extent on the fact
that many participants were students and the workshops were conducted
in the late spring, just before many participants would leave for the
summer. An effort to locate participants during the month after the
workshops produced at least three participants from each workshop group.
Each of these participants was given a brief interview approximately one
month after their workshop experience. The following questions were
asked over the telephone, or in person when possible in several cases: How
do you feel the workshop has affected your group? Has it facilitated your
group to take any action? How? Did the workshop facilitate your progress
towards taking action in response to nuclear danger? How? Answers to
these questions are discussed in Chapter Three: Qualitative Results.
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Hypotheses
The central hypothesis of this study is that the songwriting workshop
will increase consciousness (C) in the experimental group members.
Another preliminary hypothesis was proposed to test for variance in the
three treatment groups who participated in the collaborative songwriting
workshops.

Hypothesis 1: There will be variance in the three participating groups
consciousness levels on the pretest in the direction: WPA > Baha'i > Brunch.
The first hypothesis and statistical test is to determine variances in
the three treatment groups. It is predicted that there will be some
variance in pretest mean scores and that the more politically aware and
active a group is, the higher it will score on the pretest
The study used both experienced and inexperienced peace-oriented
groups. This included informal groups as well as peace organizations,
ranging from groups with significant experience in peace work to groups
meeting for one session to discuss the nuclear issue. A continuing group
with an explicit focus on peace issues was assumed to have more
expertise about nuclear issues than an informal group. This assumption
was tested with the C code procedure.
The group chosen as an experienced peace group was Williamsburg
Peace Action. Their history of collaborative, system-oriented activism
made the WPA likely to exhibit a fairly developed level of critical
consciousness.
A subject group also predicted to exhibit some level of critical
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consciousness, yet less than the WPA regarding the nuclear issue, was a
local chapter of the Baha'i faith. Baha’i's are known for their orientation
towards world peace, yet are primarily a spiritual rather than solely
political organization. The Baha'i organization has issued a statement "To
the People's of the World" discussing human evolution towards a "Great
Peace" consisting of "the planetization of mankind." A hopeful document
which asserts that "world peace is not only possible but inevitable," The
Promise of World Peace exhibits a critical analysis of the sources of
world violence and unrest: racism, economic and sexual inequality,
nationalism and religious strife. The analysis states "that the abolition of
war is not simply a matter of signing treaties and protocols; it is a
complex task requiring a new level of commitment to resolving issues not
customarily associated with the pursuit of peace" (Universal House of
Justice, 1985, p.12). Even with this Baha'i global orientation, a local
gathering of church members is different than an explicitly activist peace
group like the WPA. It was hypothesized that as a religious group, the
local Baha'i chapter would exhibit fewer components of Freirian critical
consciousness as specifically related to anti-nuclear activism than WPA.
A third adult group, referred to as the Brunch group, was chosen as
the subject group predicted to be the most inexperienced with peace
activism, therefore most naive. Some members may have had political
concerns, but politics was not the orientation of this informal group. The
Brunch group consisted of a group of friends concerned about issue of
peace and nuclear war, and also interested in trying group songwriting.
This group had no orientation to political analysis or action regarding the
threat nuclear war.
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It was predicted that the formal peace group, WPA, would pretest as
having fairly critical consciousness. The Bahai's were predicted to exhibit
a less critical C score and informal Brunch group a more clearly naive
level of C on the pretest. Yet each of the groups were considered likely to
include both naive and critically conscious members. Statistical analysis
of pretest scores determined how naive versus critical each participant
group actually scored.
Hypothesis 2: The songwriting workshop will increase the scores of
participants from pretest to posttest in the treatment group as compared
to scores in the control group. This hypothesis applies to total scores,
partial scores for the components of consciousness, and to change scores.
The statistical test for the central hypothesis of the study compares
pretest with posttest group scores. It is predicted that the C level
revealed in the posttest stories will be significantly higher than in the
pretest. This hypothesis applies to the overall C score and to each
component of problem solving consciousness: naming, analyzing and
acting.

Research Issues and Limits
The causes of denial of the nuclear threat, of the lack of social voice
in response are not being researched here. This is rather an examination
of how to facilitate the effectiveness of those who are already concerned
about the issue. Other workshops might fulfill the same goals as the
music workshop, but no comparison is made. Nor does this study attempt
to show that peace activists are frustrated or feel ineffectual in their
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work. While data may reveal something about the morale of subject
groups, as well as about the ability of the workshop to focus group goals
and clarify group values, only C factors are analyzed for significance.
This study is not an overview of how music has been used to raise
consciousness about nuclear dangers. It does not include any lyrics of
anti-nuclear songs other than those used or written in the workshops.
Only major thematic examples, and not an extensive history, of music in
political movements are included as this is a clinical rather than a
historical study. This is also true for the overview of music therapy.
Long term impacts after the workshop presentation were not
researched in this study. While it is hoped that a level of critical
consciousness will be achieved and maintained by the group and by
individual participants, the scope of the findings can extend at most to
two months after a workshop. Workshop participants were asked to
assess how the workshop has affected them, but the accuracy of any
participant predictions of long term changes was not checked. Only the
immediate and short term impact of the workshop on C were analyzed.
While this study embraces the values of participatory research, it is
not an ideal participatory study. A classic participatory research project
"explicitly requires client participation 'in the control of the entire
process' and defines all participants as 'researchers'" (Hall, 1981. p.7-8).
While the songwriting workshop is geared to issues that have been chosen
by subject groups on the basis of their concern, the process is largely
defined by the researcher. The study is participatory in that it seeks to
facilitate self-determined peace group goals to combat nuclear
oppression.
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This project is participatory to the extent that subject groups have
chosen to work on the nuclear issue of their own accord. This is more true
for formal peace groups that for those who are peripherally concerned. For
a group without any political orientation, it could be argued that a truly
participatory approach would let them fully define the context for group
songwriting. The song might then be about interpersonal relationships or
specific group goals unrelated to social issues. The group songwriting
workshop can be applied to group development in many ways outside the
scope of this nuclear-related project.
In using the C code to evaluate for levels of consciousness, Smith and
Alschuler emphasize that, equally important to data collection, is use of
the research process to educate and help research subjects to "question
critically their situation" (Smith and Alschuler, 1976, p.10). Furthermore,
"The code is not designed as a tool for labeling, but rather a detailed
approach to understanding what consciousness means, how it operates in
individuals and groups, how it can change and grow, and how it can be used
to promote liberation rather than continued oppression" (Smith and
Alschuler, 1976, p.8).
Still, the pretest/posttest format is a traditional research
component of the design that can be accused of being contrary to the
participatory ethic. Scoring subjects to determine their level of
consciousness is only important to proving the research hypothesis, it
offers nothing back to the participants. If a discussion of Freman
consciousness were included in the workshop, it could relate test answers
to participant goals. It would also, however, confound posttest results, by
additionally and explicitly educating for critical consciousness. Any
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questions about the research design asked after the workshop were
answered fully.
A minor modification of the C coding process, as developed by Smith
and Alschuler for work with Ecuadoran peasants, was necessary in order to
apply it to the nuclear issue. In the original format, a "marker sentence”
must be identified in order for a protocol to be considered relevant and
codable:
"In order for a protocol to be codable, some
indication that an oppressive situation exists must
be established; some indication that there is an "A"
(an oppressor) and a "B" (an oppressed).
Furthermore, a relationship must be established
between the two. In order to establish this
relationship, the coder must look for sentences
which relate superior role individuals to inferior
role individuals.These statements are called
marker sentences." (Smith and Alschuler, 1976,
P-78)
In the case of nuclear oppression, an individual oppressor may or may not
be identified and the subject can still show an awareness of the
relationship of oppression. In order to control for excessive "pull"
towards politicized critical responses, it was decided not to specifically
show oppressors in contact with oppressed (such as police confronting
demonstrators) in the protocol picture sets. Therefore the marker
sentence format used in this study is either that which was originally
designed or one in which a relationship to nuclear oppression is
established in an impersonal or systemic manner, i.e., without reference to
a specific ("A") oppressor. As in the original format, one marker sentence
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per protocol is needed for the protocol to be considered codable.
As regards the affective emphasis of this study, Freirian educator
Maxine Greene warns,
"...it is trivial to focus primarily on affect and
sensitivity when attempting to help a learner resist
false consciousness and control. Cognitive action is
required: a naming of the world, a striving toward
awareness of the self in action, of the forces that
work to condition and those with the potential of
setting the individual free." (Greene, 1974)
To just focus on the affective without evoking a critical analysis of the
systematic causes of denial could conceivably reinforce magical or naive
thinking. It is intended that the workshop includes the analytical "act of
cognition" required by Freire to be truly liberating education (Freire, 1970,
p.67).
Since to some degree this nuclear songwriting workshop can be seen
as an abbreviated despair and empowerment workshop (Macy, 1981), issues
of confronting the huge despair of facing potential nuclear annihilation
must be addressed. Transforming despair about such an issue into
empowerment could clearly take years if it happens at all, much less the
three hours of this workshop. (Even a standard despair and empowerment
workshop lasts for a full weekend.) Once felt, this despair may well seem
worse than the more functional state of numbness that preceded it. The
transformation to empowerment (the "turning" as Joanna Macy calls it) is
an important step for the workshop participant to take, and it cannot be
guaranteed. For that reason, this short workshop will not attempt to open
the deepest levels of personal despair in participants (not that it could if
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it tried). It is assumed that some level of despair will be felt, just as it
is predicted that some experience of empowerment (in terms of the
"power-with" felt in a supportive group; Kreisberg, 1986) will result
during the workshop.
The hypothesis is founded on the time-tried capacity of music as a
catalyst of catharsis. The workshop begins to test the potence of music
itself as an agent of social tranformation. The abilities of the facilitating
musician may pose one limit to the groups breadth of expression, yet there
is no set boundary limiting the depth of the subjective experience of
emotion, self-expression and collaboration in music.
One substantive research issue is the statisticians demand for
randomization to create pre-experimental equation of groups for a "true"
experimental design. Statisticians debate the concept of achieving
equation through matching of groups (Fisher, 1925). Even without a true
randomization of subjects, however, "quasi-experimental" designs are
workable as long as questions of internal and external validity are
accounted for by the reseacher: "Because full experimental control is
lacking, it becomes imperative that the researcher be thoroughly aware of
which specific variables his [sic] particular design fails to control." In a
quasi-experimental design, rigorous interpretation of results is necessary
where controls are lacking. The fewer number of "plausible rival
hypotheses" available to account for the data, the greater degree of
"confirmation" of a theory (Campbell and Stanley, 1963, p.34-6).
"One of the most widespread experimental
designs in educational research involves an
experimental group and a control group both given a
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pretest and a posttest, but in which the control
group and the experimental group do not have
pre-experimental sampling equivalence." (i.e., are
not "assigned randomly from a common population to
the experimental and the control group") "Rather,
the groups constitute naturally assembled
collectives such as classrooms, as similar as
availability permits but not so similar that one can
dispense with the pretest....The more similar the
experimental and the control group are in their
recruitment, and the more this similarity is
confirmed by the scores on the pretest, the more
effective this control becomes. (Campbell and
Stanley, 1963, p.47)
According to Campbell and Stanley the potential sources of internal
invalidity due to history, maturation, testing, instrumentation, statistical
regression, differential selection of respondents and experimental
mortality are controlled for by the nonequivalent control group design.
The primary threat to internal validity in the nonequivalent control group
design is the possibility that the interaction of selection and maturation
factors between the experimental and control groups could be mistaken for
the effect of the experimental variable. This appears to be controlled by
both similarities in age, sex and educational level in the groups and by the
similarity of conditions in giving the pretest and posttest. Any fatigue
influence due to taking the posttest after the workshop would be more
likely to dampen than inflate positive results.
The imperfect counterbalancing of eleven A to nine B test forms for
the treatment group could be a problem to internal validity of the design if
the tests had unequal •pull.' If Set B pictures pulled for a more critical
consciousness, then results could be positively biased. In fact, Set A had a
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stronger pull than Set B-the mean change change score for all subjects
receiving Set A was 29; the mean change score for Set B was 8. This
suggests that if anything, study results would be deflated by the
imperfect couterbalancing.
The case of the tests not being coded with perfect double blindness
can only be considered a research mistake, although it is hoped that it was
limited to the degree that it is not a fatal error. The possibility of
subconscious bias is coding cannot be fully dismissed, but it is this
researcher's belief that test scores will stand up to scrutiny by other
reasearchers if they are checked.
Certain subtleties and assumptions about what is magical, naive and
critical consciousness are written into this coding procedure. The
educated population which took the test has what can be seen as fairly
sophisticated world view. The complex mix of personal, spiritual and
political rationales with which people answer the questions call into
question at times the boundaries of magical, naive and critical
consciousness. Coding was kept as close to the original model as possible,
even when complex answers raised questions about the very definition of
consciousness itself.
One threat to external validity is the interaction effects of selection
biases and the experimental variable. The self-selection bias--that the
motivation to participate of those who took the workshop might make
them likely to improve more on the test than a control group who had not
chosen to participate—was accounted for by using participants in the
control group who were willing to take a workshop if one were arranged
for them. As it was not entirely clear what a workshop would entail, so
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the choice to participate only revealed a predisposition to engage with the
peace issue in a creative way. This experiment cannot account for the
impact of the workshop on those who have no interest in, or are hostile to,
peace-promoting activities.
Other threats to external validity are also accounted for: There
should be little multiple treatment interference since the workshop was
consistently applied to all subject groups. The reactive or interaction
effect of testing poses the possibility that the pretest alters the
sensitivity of the respondent to the treatment, thus threatening the
generalizability of results to an unpretested universe of potential
workshop participants. The content of the pretest, however, was not
directly related to the workshop content. Furthermore, in some cases the
pretest increased hostility to the experiment, thus reducing the chance for
the pretest to falsely inflate positive results. It is unlikely then that
there is a reactive effect of experimental arrangements which would
preclude generalization about the potential effect of the experimental
variable in nonexperimental settings.
Given these limitations, the design is still a good test for the
hypotheses. If this were a true participatory research design, there would
be no statistics unless the research subjects had suggested this for their
own ends. If there were perfect randomization to satisfy the
statisticians, the identity and integrity of the participant groups would
have been sacrificed. Balancing the demands of quantitative research with
the need to meet the qualitative socio-political element inherent in the
central purposes of the study, this design draws a good compromise.

Chapter III
COLLABORATIVE SONGWRITING WORKSHOPS
Development of the Group Songwritino Workshop
This researcher's earliest experiments with collaborative
songwriting were with children at a day camp Orinda, California in 1979
and with students at an alternative high school in Los Angeles in 1981.
The young people would come up with their own lyrics, which were then
usually put to some generic blues/rock musical format. (The high school
song was actually given to Kenny Loggins who was doing a benefit for the
Headlight School. He rejected it and wrote his own song, "Headlight,"
which became a popular hit.)
The group songwriting workshop grew out of a music therapy group at
an adult residential mental health program in 1984. The group included
four to ten clients, depending on attendence. Clients padicipated in
'rhythm jams' with percussion instruments. In one session, the author
spontaneously asked the group to see the images that their rhythmic
'groove' evoked. Adding guitar and vocal melody to the rhythmic and lyric
creation of the group produced the first of these fully collaborative group
songs, a string of evocative images labeled "Fantasy #1."
Fantasy #1
by the Union House residents; (c 1985)
I saw dancing girls and handsome men
I was drivin down the raceway and I heard the wind
blowin' through the trees
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I
I
I
I

awoke on a beach in the searing sun
saw a sage, he said "no work to be done”
saw brown skin surfers in the waves havin' fun
heard people singing reggae and playing drums

I did not want to leave this paradise by the sea
But when I doubted the harmony,
I awoke from my dream
A second song by these residents of an adult mental health center
began with a lyrical concept-each participant would complete the
sentence, "I wish..." The first verse and chorus of Fantasy #2 were a
combination of group member’s wishes. The group chose a blues format
and helped to improvise the melody. The second verse came from a group
brainstorm and discussion: It is an eloquent statement and provided the
first hint of the potential for collaborative peace songs.
Fantasy #2
by the Union House residents; (c 1985)
I wish I was like an eagle in the wild blue yonder
I wish I was strong as a lion and gentle as a lamb
I wish I could lay my head in the grass and cream of serenity
That's my fantasy, that's my fantasy.
chorus:
I wish I was strong and free
I wish my life had more certainty
I wish I had more money
And no worries to trouble me.
I don't want to be an island or a hurricane
I don’t want to be a stranger or control the world
I just want to weave into the fabric of humanity
That's my fantasy, that's my fantasy.
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The I wish motif was tried again with a group of high school students
in a psychology class at the rural Mohawk Trail Regional High School in
1985. In this case 26 students contributed "I wish.." statements, and for
the sake of time, the author wrote the music at home and then performed
their rather poignant song for the students on the final day of class.
"Magic Box" provides an insight into some of the dreams and issues of
rural, white adolescents in America. In this case, as in other cases
observed with high school students, music opened a channel of
communication to members of an age group often highly invested in
maintaining a self-protective level of detachment from emotional
expression. It is noteworthy and relevant to the essense of this study
when a high school football player drops his toughness for a few moments
to listen to and even sing some songs.

Magic Be*
by Mr. Rockstroh's Psychology Class
-Mohawk Trail Regional High (c1985)
Chorus: I wish I could be happy
I wish that I could fly
I wish I had a Magic Box
I could do anything, go anywhere, anytime
Verses:
Wish I'd get everything on my Christmas list
Wish I had all A's and some chew
Wish I was beautiful and rich, driving my brand new MR-2
Wish I had a body like Arnold you-know-who
Wish I could see into the future
I'd keep my girlfriend for a long, long time
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I'd be living on the beach, not in Plainfield
With my family and friends and plenty of time
I wish my dad will be all right
Wish my parents weren't in debt
I wish abused kids could trust again
Wish all the starving people would be fed
I wish everyone a very Merry Christmas
A life fulfilled with no poverty
Wish the people of the world would live in peace together
In health and happiness thoughout the years.
The group songwriting design was more fully tested in an Alternative
Research course taught by Professor David Kinsey at the University of
Massachusetts, Amherst Center for International Education.
Coincidentally, the demonstration of the technique occurred (April 29,
1986) only days after the nuclear accident at Chernobyl was made public.
It was, therefore, a simple matter to get the group in the mood to write a
song about the nuclear threat.
There were sixteen members of the class including Professor
Kinsey (who contributed significantly to the melodic construction of the
song). The same essential format as the present workshop was utilized to
create the song: a) evoking feelings, through the performance of a topical
(nuclear-related) song; b) allowing participants to compose an brief lyric
sentence which expressed their related concerns, thoughts, and feelings;
and c) facilitating the composition of the song by getting participants in
complementary lyric pairs, then in groupings of four to polish their verses,
and finally improvising the melody and letting the consensual, creative
process finish the song. The result was "What’s On the Other Side?
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What's On the Other Side?
by David Kinsey’s Alternative Research Class (c 1986)
Up against the fence
What's on the other side
Undone
Unsaid
Unloved
World in danger
Care about people
What's on the other side?
A cloud rises above the reactor
We tremble, helpless, before the pain
Disaster is possible unless we are the actors
How can we react to make the world more sane?
Helpless, inevitable
Where are my children?
Afraid and angry
Will it happen again?
Is it only their fault?
When will we all learn?
The author wrote and produced a participatory musical about the
threat of nuclear war in 1986 called "Three Minutes to Midnite." The
topical songs used in the current workshop, and presented in the following
description of the workshop design, "I Can’t Seem to Relax and Dream,
were a part of the musical. The musical included audience participation in
the form of despair and empowerment workshop style process
activities-like those used in the group songwriting workshop. During the
second act of the play, the audience is divided into small groups to
perform various empowerment activities, including the writing of a
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collaborative song. The songs written during the shows were facilitated
by encouraging each participant to make up a line expressing the feelings
which the play had brought up in them. After placing the lines in a logical
order, each 'songwriter' then improvised a melody for their line. The
facilitating musician then found the proper accompanying chord and had
the group echo each melodic line. Only one participant in the process of
writing "People Should Know,” besides the facilitating musician, was a
musician himself.
People Should Know
Collaborative Group Song from "Three Minutes to Midnite'' 5/18/86
People should know, people should know
The time is now to drop our fears
Let your laughter bring you courage
Feel the life within you
Bustin' loose to get it done
I want to sing until I'm happy
I want to feel until I cry
People should know, people should know
The collaborative songwriting workshop is to some extent a shrunken
and reformed version of the participatory musical Three Minutes to
Midnite." It focuses the goals of the musical, to bring out emotions and
empower collaborative action in the audience, into the less theatrical,
more controlled and formal, workshop format.
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Design of the Workshop
The following is a detailed description of the workshop design. It is
hoped that from the following instructions, the workshop could be
replicated in its entirety by any interested party, assuming a reasonable
degree of group facilitation skill and the presence of a capable musician:

Introduction and Opening Songs
The early singing component of the workshop allowed participants
the opportunity to use their voices to sing along with several positive
peace songs, the kind of songs geared to build group solidarity and promote
non-violent values. (See discussion in Chapter One: The Use of Music in
Raising Consciousness) The singing component opened discussion about
the value of music in the struggle for world peace.
To get the group singing from the start, the facilitator led the group
in a rendition of "Down By the Riverside." The uplifting and hopeful peace
movement standard was chosen for its familiarity to the age range of the
population sample. Lyric sheets for this and the other group songs were
not provided to participants. It is an unofficial debate among songleaders
whether the price paid in non-verbal intragroup communication is worth
having everyone know all the words. Down By the Riverside has the simple
and repetitive qualities of a good singalong that make it easy to learn.
Down Bv the Riverside (traditional)
I'm gonna lay down my sword and shield
Down By the Riverside (3)
I'm gonna lay down my sword and shield
Down By the Riverside
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Gonna study war no more,
chorus:
I ain't gonna study war no more
I ain't gonna study war no more
I ain’t gonna study war no more
other verses:
Gonna shake hands around the world.
Gonna walk with the prince of peace.

A brief discussion followed, reviewing the reality of the danger of
nuclear war in sobering terms: over 50,000 warheads worldwide; the
accepted notion of Mutually Assured Destruction (MAD); the construction
of what many analysts consider to be first strike weapons systems (such
as the MX missile the Trident submarine, and the Strategic Defense
Initiative); the potential for computerized "launch on warning" systems to
take the decision to launch a nuclear attack out of human hands; discussion
in the White House and Pentagon of a "winnable” nuclear war and the
prospect of a nuclear winter following even a limited nuclear exchange
(See Chart B/Appendix 3) (Harwell, 1984; Greene, 1985; Sederberg, 1986).
The phenomena of widespread denial of this frightening reality was
mentioned and briefly discussed. Freire's concept of a "culture of silence"
was introduced and related to the nuclear issue. The facilitator explained
that one purpose of this workshop was to tap our collective voice in
response to this nuclear threat of destruction.
Following this discussion, the facilitator led the group in singing
"Last Night I Had The Strangest Dream" -another hopeful, but more
emotive and potentially "tearjerking" song than "Down By the Riverside."
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(This song, which I sang with my sister at a young age has as much
capacity to bring up my tears as any I know.) Any peace song from the
Vietnam War era, such as Bob Dylan’s "Blowin’ in the Wind," or a pop song
like Stevie Wonder's "Love's In Need of Love Today" could be used. With a
younger group, a song more familiar to their generation might be
beneficial, such as Michael Jackson and Lionel Ritchie's "We are the World."
While no lyric sheet was provided for "Last Night I Had The Strangest
Dream" either, it is a more complex song than "Down by the Riverside," one
which might be better facilitated with song sheets if the age group is
unfamiliar with it.
Last Night I Had The Strangest Dream
by Ed McCurdy (cl 950)
Last Night I Had The Strangest Dream
I ever dreamed before
I dreamed the world had all agreed
To put an end to war
I dreamed I saw a mighty room
Filled with women and men
And the papers they were signing said
They’d never fight again
And when the papers were all signed
And a million copies made
They all joined hands and bowed their heads
And grateful prayers were prayed
And the people in the street below
Were dancing round and round
And swords and guns and uniforms
Were scattered on the ground.

94

Last Night I Had The Strangest Dream
I ever dreamed before
I dreamed the world had all agreed
To put an end to war
"Last Night I Had The Strangest Dream" was followed by a rousing two
part acapella round, "We Will Turn This World Around," (Audiotape
Appendix) composed by the author:
We Will Turn This World Around
(Ungerleider) cl986
With All My Might
I will turn this world in a peaceful circle,
With All My Might
I will turn this world around.
substitute for 'might' audience suggestions: love, heart, hope, etc.
We Will turn the world around (2)
After singing these two songs participants were asked to get
comfortable to listen to two original topical songs on the nuclear issue.

Listenina/Reflection
The listening component began with several nuclear-related topical
songs composed and performed by the author. The first song "I Can't Seem
to Relax" (Audiotape Appendix), is a satirical, then sobering reflection on
the chronic anxiety of living in the age of nuclear weapons.
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I CANT SEEM TO RELAX
(Ungerleider) cl 986
I come home from my class in new technology
I'm gonna be a laser engineer
They say it is supposed to bring us peace
Besides, that's where the money is
But I can't seem to relax!
I do the latest stress reduction therapy
Push-ups sit-ups run four miles a day
Meditate, deep-breathing exercise
My endorphins should be oversized
But I can't seem to relax!
How can I relax when any rational person
Can see that the world is about to explode
How can I be calm when the finger on the trigger
Has an itch and a twitch and a juvenile wish
to be Rambo
The President is talking to me on TV,
It seems he'd like to see another war.
I think about the missiles set to be unleashed
I see the Hibekusha burning still...
And I don’t think I'll read the paper
I don't want to think about it
Think I’ll take a walk downtown
And have another scoop of ice cream
See a movie, catch a game
Drink and dancing, feel no pain
I begin to feel refreshed,
We're still lovers, let it rain...
But in my dreams the rain turns ashes
pink and snowy, day turns dusk.
In my life there creeps a funny wish
to be a sheep and trust them
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Yet day to day a growing restless rumbling
melts away my numbness
And face to face I stand with fear
and hope to God the bombs don't come.
The second song, "Dream,” (Audiotape Appendix) was intended to
address and evoke the darker, fearful side of the nuclear issue. It is not a
rousing peace chant.
Dream
(Ungerleider) cl 982
I calmly realize, that's it, and I walk thru the city
The dark clouds roll in and the people begin to leave
I look down my body, I wait for the change
I expect a new feeling and maybe some pain.
(chorus)
I hug all my friends, I love you
I think of my mother, I love you too
Why must my sister live so many thousand miles away?
Your first mushroom cloud, now admit it,
Did it make you feel proud that you lived to see it?
Did you feel strong when that pillar rose so high?
I heard a good man cry out, "Oh lord if I only hadnt,
This would not be happening today."
Goodbye, goodbye, It came too quick, I was not ready.
There were so many things I had left to do.

In a replication of the workshop several songs available on recordings
can be substituted, such as "Well, Well, Well" performed by Peter, Paul and
Mary, or "Downwinders" by Collective Vision. Participants were asked to
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pair up to discuss the feelings raised while listening to these songs.
Participants were asked to focus their discussion by completing the
sentences "When I think of all those weapons, I feel so..." and "One of my
worst fears about nuclear war is..."

Guided Visualization
A second listening activity consisted of doing a guided visualization
with taped instrumental music in the background. Albononi's Adagio, with
its heartbeat rhythm was used for this activity. The primary text for this
visualization, "The Web," designed to evoke awareness of the
connectedness and preciousness of life on earth, is available in Joanna
Macy’s Despair and Empowerment in the Nuclear Aae (Macy, 1981). During
the visualization, participants were also asked to envision friends and
family as those who could die in a nuclear war. They were then asked to
see their loved ones as those who could play a significant role in healing
the planet and building a peaceful world. At the end of the visualization,
each participant was asked to imagine one line, one short sentence, to
express the thoughts and feelings raised by the preceding activities. The
following is the concluding portion of the visualization text, subsequent to
the text of Macy's "The Web":

"see each person as someone who could die in a nuclear war
realize how much you want this person to be spared such suffering and
horror, feel the levels of caring and connection that your compassion
reveals to you
breathe any pain you feel through your heart and back out again
see each person as someone who will play a significant role in
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transforming this planet into a safe, peaceful, loving world
see in each person the gifts for the healing of our planet
review in your mind some of the feelings that have come up in the past
hour
create one line, one short sentence that comes out of all these feelings
when you are ready, let your awareness return to the room and open your
eyes
I will pass out markers and paper for you to write your line on."

Collaborative Sonawritina
The preceding series of listening, reflecting and visualizing
activities was designed to bring to the surface feelings connected with
the nuclear issue--to spark participant expression in preparation for the
final creative component of the workshop. The collaborative songwriting
component began from this point of personal awareness of issue-related
emotions. The collaborative songwriting process allowed each member of
the group to contribute to the creation of an original song about the issues
and feelings which were raised.
The collaborative songwriting technique utilized in this study calls
for maximum group participation in the creation of the lyrics, melody and
overall style of the song. If there is a skilled musician in the group, the
facilitator can remain almost entirely separate from the creative process.
The musician is needed to hear and reflect back to the group their musical
ideas, plus to help structure the song which they are creating. The
facilitating musician needs some understanding of how songs are
constructed, e.g„ verse, chorus, etc. The facilitating musician listens to
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hear the melodies as the group improvises them and translate this to
chords for accompaniment. Guitar or piano are versatile instruments for
this purpose; the guitar has the advantage of portability.
To start the songwriting process, each member was given a piece of
paper and a marker and requested to write down the one line about their
feelings that arose during the visualization. Group members were then
asked to mill around the room sharing their lines. Participants were asked
read their own line aloud to other members. It was permissible for
participants to read silently from each other's paper if they wished.
Participants were asked to look for lines that were similar in content and
character to their own. Participants were asked to find a partner,
someone with a similar, complementary or compatible line. Then, each
pair of partners was asked to join with another pair, forming groups of
four (three or five in odd number situations). This group of four formed
the basis of a verse by creating an approximate quatrain of lyrics.
Each group was then asked to structure and edit their words to create
a coherent verse. First, the group was asked to order their lines in some
logical sequence. Then the group worked to polish their piece until it felt
satisfactory. It was helpful for the facilitator to circulate and give
encouragement about the possibilities of the creative process.
Affirmation of what had been created was more important than hints for
improvement. It required some flexibility and awareness on the part of
the facilitator to allow enough time for the group to create a piece that
they felt good about without giving so much time to allow picky criticisms
to overtake the enthusiasm of creation.
Each small group was asked to write their verse on large newsprint
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and post it on the wall to share with the whole group. The group as a
whole then decided on an overall order for the verses and whether there
was a logical chorus or bridge. This resulted in the finished song lyrics.
The facilitator then asked what sort of style the group wished the
song to be written in-rock, folk, blues, country, etc. Someone in the
group was asked to be brave enough to attempt to sing their lyric line. If
no one stepped forward, the facilitating musician would improvise a
melody, asking for group approval, but this was not the case in any of the
workshops.
Participants were encouraged to respond to what was being created
and to improvise as much of the melody and rhythm as possible. The
facilitator attempted to remain aware of each member, to encourage input,
and support creative risk. Criticism of participants by each other was
firmly disallowed. The group was encouraged be supportive of each other.
Everyone gets a lyric in the song, but in general, not everyone participates
in the creation of the music. Bold or talented members of each group
tended to initiate the melodic structure of each song.
In each workshop, the facilitating musician(s) consolidated the style,
rhythm, melody and chords into a coherent song structure. The group was
asked to make any improvements or changes. The musician(s) led the group
in the first collective singing of the song, seeking to maintain a
supportive, encouraging and enthusiastic atmosphere. The facilitator
reminded the group about the emotional content of the song and about the
emotional expression that is possible in singing. The song was sung
together a second time with attention to expressing the emotional content
of the lyrics. The group sang their song together a final time for
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recording.
There followed a discussion about the process of creating the song,
about feelings about the song itself, and how the group feels at having
created their own song. To conclude, the facilitator asked focused
questions (under the heading So What?/Now What?) to prompt reflection
on the songwriting experience and possibilities for further action: What
was learned from the songwriting process? How does this sort of
collaborative, creative process develop our response to the nuclear
threat? From this discussion, ideas for follow up actions were gathered.
Whether any further actions actually took place was determined in the
follow up interviews with members of each participant group.

Qualitative Results of the Workshops: Sonas and Comments
In presenting the qualitative results of each workshop this section
focuses on the following components in each group's experience: 1) the
group and the process of writing the song are briefly reviewed; 2) the song
lyrics are presented; 3) the sentiments of the group after writing the song
are summarized through comments made by group members; 4) evidence of
group process changes and development are categorized and discussed, 5)
personal and political issues of emotion, expression and collaboration
raised by the workshops are discussed; 6) plans and ideas for further
action and application of the workshop or song are mentioned; 7) follow up
phone interviews reveal any further results, reflections and actions,
which came out of the workshop experience.
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Williamsburg Peace Action
The first workshop was done with the Williamsburg Peace Action
group at the home of a member. This group was predicted to already
exhibit a level of critical consciousness. There were seven participants
attending. Although the range of personal musical experience was diverse,
every member of the group was comfortable singing the opening songs. In
this, as every group, there were one or two musical 'horror' stories
recounted in the introductions: The most common was being asked,
humiliatingly, by the elementary music teacher to 'lip-sync.' the words or
to play a drum instead of singing off key.
One member of this group was a competent guitarist himself and
undertook the core of the musical arranging. One woman had experience in
choirs and contributed greatly to the construction of a melody. One
member of the group had a particular flair for the rhythmic 'rap' style
popular in black commercial and urban folk music. He contributed the
inspiration and format for the 'rap' section of the song.
The songwriting process took about one hour; the entire workshop
lasted about two and one half hours. The workshop began about one hour
after the scheduled 7:00 p.m. starting time; this proved fatal to a number
of posttests: Participants pleaded exhaustion, and promised to due their
posttests in the morning. The mistake of letting participants go home
without completing the posttest was not repeated at other workshops.
The song which resulted from an enthusiastic creative process in
which all members participated, "I Am Not Ready," (Audiotape Appendix)
combined folk guitar accompaniment with gospel melody and rap rhythms,
concluding with a shout of "We can do it!
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1 Am Not Ready
by Williamsbury Peace Action (3/25/87)
Our home was a small blue planet
Of the beauty of the rich earth
Only the rhythm of the sun and moon is left.
I am not ready
I want us all to stop hurting each other
I am not ready
I want us all to start loving each other
I am not ready
We must seize more time
rap:
Let the bastards, Let the bastards, Let the bastards know
We don't want their nuclear weapons.
Let the bastards, Let the bastards, Let the bastards know
We don't want their nuclear war.
Take heart, take heart--don't play a part,
The destruction of the world can be stopped with unity.
We Can Do It, We Can Do It, We Can Do It, We Can Do lt»
We Can Do It!
"I Am Not Ready" scores a highly critical 286 on the 300 point scale
of consciousness levels. The repeated calls for unified, collaborative
action are examples of critical consciousness. The one naive lyric is "let
the bastards know," which blames individuals rather than seeing them as
parts of a larger oppressive system. All the codable lyrics in the song are
acting statements, a suggesting that the group songwriting process
facilitated thinking about critical action.
At the conclusion of the workshop there was a clear sentiment of
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accomplishment and satisfaction to the point of surprise at the success of
the songwriting endeavor. One participant commented, "We did something
we didn't think we could do." One called the songwriting process, ” A
testimony to the beauty of how people in different fields, with no training,
can come together to create an impressive work of art.” Another wrote,
that the workshop "shows what a group working together can do--a very
creditable job on a seemingly impossible task--songwriting."
In comments evaluating the workshop, there was a strong recognition
of the group development capabilities of the collaborative songwriting
exercise. Remarking that "The value of the workshop, for me, was not so
much as an empowerment tool aimed at the nuclear issue specifically, but
as a group bonding experience that enhanced the morale of our group, as
separate members and as an entity," one participant wrote, "Having the
music, during the songwriting process, seemed to facilitate our group
effort--what might have gotten bogged down in talking, power issues, etc.,
kept getting smoothed and lightened by being steeped, over and over, in the
singing." The value of the group process was reflected in written
comments about "building group solidarity," "becoming more comfortable
with each other as a group together," and that it "has enhanced the group s
ability and therefore mine."
The group process developments revealed by participant comments
can be categorized into four areas: 1) a "breaking down" of usual power
relationships in the group; 2) that members developed their interpersonal
relationships and rapport by getting to know each other better; 3) that the
workshop relaxed the group and made its work more enjoyable and; 4) a
felt sense of accomplishment in having actually created a song.
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1) Changes in Group Roles: Commenting that she "felt empowered,
though not specifically about the nuclear issue, more around group process
issues," one member reported overcoming her "apprehesion about power
relationships in the group." Another reported "leadership roles" breaking
down: "The usual tension with set roles within the group got broken
down--the changes were not lasting though, those roles reappeared in the
last meeting."
2) Building Interpersonal Relationships:
The belief was expressed that the "solidarity building function may be
longer lasting" than changes in leadership roles. During the follow up
interviews of the WPG there were consistent comments about how the
creative process developed bonds of friendship and caring between group
members. One group member reported the "lasting effect of getting to
know compatriots." Another claimed he "got to know members of the group
better." Calling the workshop a "useful model for the way people can be
together, one participant reported, "I loved the people as we did it, I felt
closer to them." Several participants reported changes in relationships
with other specific members of the group, such as developing more rapport
with another member of the group with whom they had never been close.
3) Relaxation and Enjoyment in Work:
'The creative aspect of the workshop broke the
tension and loosened up the group. The creative
process counters the more intellectual method
we've come to know, that is all we know. The
workshop provided an example for how political
work can be fun--why not feel good about it?
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4) Sense of Accomplishment:
The sense of group achievement from creating a song also appeared
lasting. Comments in the follow up interviews included:
"I was amazed that this was able to be done.
Some of us were skeptical that it could be done to
come out with a song. The process of successfully
making a song was inspiring."
Regarding the emotional significance of the workshop, one member
commented that even in a formal peace group such as WPA, ’Talking about
feelings about nuclear war is usually overlooked and that felt important
though painful."
Participants planned to sing the original song at the regular group
meeting and possibly at fairs this summer. Follow up ideas included the
possibility of getting together to create something more. Follow up phone
interviews revealed that participants considered the workshop an
"exciting" and "a very worthwhile experience." More positive comments
focused on the group development aspects of the workshop, however,
rather than its value as a tool for empowerment in anti-nuclear work.
In one follow up interview, a participant said she "sang the song for
people all week" after the workshop. A copy of the tape was made for the
group and it was played at the next regular meeting for those who did not
attend. It was not yet determined at the time of writing whether the
group actually performed the song at any summer peace rallies or town
fairs.
A letter from the above mentioned WPA guitarist arrived several
months after the workshop. In it he describes post-workshop group
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discussion in a way which validates the prededing assessment of WPA
reaction to the workshop shop. It merits a verbatim printing here:
June 15, 1987
Dear John:
Thanks so much for sending along the lyrics to our song. Sorry to be
so long in getting back to you.
The group that took part in your workshop has been unanimously
enthusiastic about the process. Major comments were:
1) It was good to look at our own feelings about nuclear destruction in a
new way. Some of us get so caught up in the day to day business of peace
work that we use it as a way to distance ourselves from the raw horror
and pain. And those of us who devote less time to peace work have still
distanced ourselves; a fresh prick at the mental callouses is helpful, if
painful.
2) The songwriting process allowed us to move out of some set power
relationships we have developed within the group. We’ll be interested to
see how this affects future relationships with each other and the growth
of the group.
3) It felt empowering to tackle a task many of us had doubts about
(whether we really could write a song) and, through a process of drawing
on everybody's skills and feelings, accomplish it. And well!
4) It was fun and exciting.
At a recent meeting of the Hilltown People for Peace, a collection of
individuals from the hilltown peace groups, we mentioned the workshop.
Several individuals expressed interest in doing something like your
workshop with their peace groups. If you are looking for more groups with
which to work, (perhaps in a later phase of your thesis?), let me know and
I'll put you in touch with them.
The Williamburg group would be interested in seeing the final results
of your work. Please stay in touch. Again, thanks a lot for the workshop
and good luck on your degree.
Peace,
Nick Warren
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Aside from recounting the impact of the workshop on internal
dynamics of the peace group, this letter begins to reveal a potential for
networking between groups. The enthusiasm generated by the workshop
experience itself created an outreach to other groups who might be
interested in pursuing the work.

Amherst Baha'i Group
The Amherst Baha'i group was an international assortment of
people--Black, Asian, White and Latino--which made the workshop
particularly multicultural and exciting. American church music, from both
black and white gospel traditions, made a strong input into the melody of
this song, as did the Jamaican and Puerto Rican rhythmic sensibilities of
group members. Their was a great deal of musical ability and experience
in this group as well. The workshop was a social event for the
participants, taking place in a member's basement on a Saturday night.
Due to staggered arrivals, it took about three hours--what seems to be the
outside edge of most groups' attention span.
The author played only a facilitator's role in the construction of the
song and was in fact quite hoarse that evening and could barely sing. A
guitarist in the group took over the construction of a chordal
accompaniment from the many improvised melodies. The group of twelve
was larger than the WPA workshop and with considerably more lyrics to
work with, it was an effort to put music to all the lyrics before people
were too tired to go on. Some of the more accomplished musicians made
comments about ambiguity in parts of the final tune, but the group was
ready to stop after one round of taping "The Oneness of Mankind."
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(Audiotape Appendix)
The Oneness of Mankind
by the Amherst Baha'i Group 5/9/87
Very Sad. No Hope! Doom.
We feel hopeless and powerless over our own lives.
We realize that in order to have peace we have to trust.
Like a garden of beautiful different colors,
representing different people.
The oneness of mankind. (4 times)
Catch a tear in your hand and let it go
Let it drop to the land watch it grow
Into a web of connectedness
To share and to live.
The oneness of mankind. (4 times)
The light becomes an emblem of peace uniting the world.
Unity will bring us to the pinnacle of joy.
The oneness of mankind. (4 times)
It's such a responsibility!
Let's all understand.
The ever-increasing danger of nuclear war.
Let's all hope we’ll know how to say no to war.
Let's choose love, not fear.
We can, we know we can. (twice)
'The Oneness of Mankind" scores a 237 on the consciousness (C) scale.
Like "I Am Not Ready," it is also essentially a call for unity and
collaborative action, but lyrics about hopelessness and powerlessness
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lower the overall C score. The acting score, however, is a highly critical
283, calling for increased understanding, positive choices and unity in
response to the threat of nuclear war. This suggests, as did the WPA
score, a critical focus on action in the songwriting exercise.
In the Bahai group, there were responses reflecting results similar to
the WPA. A strong sense of accomplishment was expressed about what
some had felt was an unfinished song:
"Boy was that fun, and illuminating, putting our
bits and pieces together to make a song! Wow!!! I
never thought when we arrived tonite and found out
what you or we actually were going to try to do,
that we could actually do it! AMAZING!! and
uplifting! At least we all got together and came up
with what will, with some work and polishing, be a
really good song!"
An acknowledged contribution of the songwriting process to group
development, similar to the WPA experience, was how it helped the group
to "communicate with each other and know each other.

Numerous

comments were made about the workshop building unity, a goal consistent
with Baha'i theology: "The experience builds unity--as you add one line to
another, it's everybody’s experience."
From that unity came also a sense of personal strength: By
consulting together it gives me more strength to deal with the issue.'
Differentiating the workshop from the common process of building
national unity by rallying against an enemy, one participant pointed out
that collective songwriting helps us in "trying to make the transition from
being united against something to being unified together for something."

The emotional value of the workshop experience was also recognized
by the Bahai's. It was felt that the workshop made the connection between
creative expression and emotion in relation to world peace issues. One
strength ascribed to the workshop was how it "structured the creative
process of bringing out feelings."
Several groups members made comments about how music and
songwriting can work to "strengthen the thought of peace." Along this
line, a number of suggestions were made for use of the the workshop in
schools. One idea was to write peace songs for children: "Maybe it will
sink in the idea of peace." One suggestion was to do this type of musical
peace work regularly with young people so they will get more involved in
peace as they grow up:
"I think this was a great effort and the method
could be used in schools for the development of
young minds. In doing so, youth's minds would be
occupied with peace and love instead of war."
Participants said they would "like to see something happen with the
songs" written in the workshops, perhaps distribution of a tape of all the
collaborative group songs. At the close of the workshop, some of the more
experienced musicians expressed interest in taking the song and working
on it further, polishing the melodies and writing them out.
Follow up interviews revealed that "the group enjoyed it, but it had
not specifically mobilized them to more peace work than usual. As many
members of this group were students and unavailable during the summer,
it was not known at the time of writing whether any of the specific ideas
for follow up actions would be pursued in the fall.
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The workshop did seem to encourage and help establish greater
personal and group expression via the application of music and singing to
the nuclear threat. One written response to the question "do you feel more
empowered to respond to the nuclear threat that you did before the
workshop?" was: "Pm more encouraged to keep trying to sing for and with
others." A written response to the question, "do you believe this workshop
experience has improved your ability to communicate with others about
the nuclear situation?" was "by getting me to review the unifying power
of music and singing." A written response to the question, "do you believe
the workshop has improved your groups's ability to respond to the danger
of nuclear war?" was: "through our song--we can share it with others."
The impact of the workshop was moderated by Baha'i predispositions
to be concerned about peace as part of their faith. One participant
responded that she did not feel more supported in her concern about
nuclear war than before the workshop, "but that was because I am usually
surrounded by people who share my concern." There is a spiritual flavor to
Baha'i peace activism which reflects the Bahai faith in inevitable world
peace. As one member commented:
"I believe that this group does not have the same
level of fear about nuclear war as some other groups
because we believe that peace is possible, the next
stage in the evolution of our planet. We are,
perhaps, more hopeful of a possibility of coming
together to bring peace."

It was clear that the Baha’i group , like Williamsburg Peace Action
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already had a support system, methodology and strong desire to bring
about world peace. It was a necessary part of this project to see what the
impact of the workshop would be on a group without a strong ideology of
peacemaking. The informal Brunch group served this purpose.

The Brunch Group
The Brunch Group met in a somewhat informal Sunday brunch setting.
As with the previous two group's this one was a mixture of musically
confident participants with interested but musically insecure
participants. As with each group, any musical insecurity could usually be
traced to childhood emotional wounds inflicted by some insensitive adult.
One capable guitarist along with several participants who had extensive
choral experience composed the tune. Although the group size was only
eight, the quantity of lyrics generated left people a little tired by the end
of the process: The opening spoken section quickly incorporated the
remaining words without taking the time to write more music for "The
Brunch Song." (Audiotape Appendix)

The Brunch Song
by the Northampton Brunch Group (5/10/87)
spoken:
Do I risk opening my heart to peace and joy in spite of fear
Bursting bounds and restraints like these spring blossoms.
I feel the heartache of the planet
The pain of the waste
futility, isolation and sadness
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weighs upon my heart,
restraining peace and joy
I feel tender loss of heart and home
The sadness of my mother earth.
Arms holding and enfolding
joining, joining
gathering strength, and unity (2)
Discovering a sense of willpower
We can make the changes happen, so...
Let there be peace on earth
and let it begin with me. (2)
....and let it begin with us.
"The Brunch Song scores 258 on the consciousness (C) scale. While
lyrics about futility, and the early focus on personal risk, lower the score
somewhat, the song is for the most part a critical naming of a planetary
problem and a call for unity plus the willpower to collectively "make the
changes happen." The Brunch Song further confirms the tendency towards
critical acting scores in the first two group songs: The acting score was
also at a critical level of 275.
As with the other groups, most participants had never written a song
before. People liked that success, as well as having had to "work it out
with more than one person." It was called a "fun experience," a "learning
experience," and a positive experience in group process.

It makes me

realize how easy it is to write a song." One participant wondered that,
group songwriting shows we have "so much potential, where to go with
it?" Criticisms of the workshop format included a desire for song sheets
with lyrics for the introductory group songs which not everyone knew, and
for slower transitions between emotionally difficult activities.
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While the group and musical process was enjoyed by this group, it
was unclear at first whether it had empowered them to do anything more
about the threat of nuclear war. Comments were made that it was "hard to
see how the workshop supports peace work," that it was "not empowering
for the nuclear issue, but an enjoyable group process." Participants said
that if not motivated to do peace work: "I feel more motivated to play my
guitar," or "it mostly makes me want to be involved with music in
exploring feelings," and "The issue was so overwhelming-this was more
fun and musical, it gave insight into how folk songs come into being than
about the issues."
One participant reported that he felt a "need to deal more with
intense feelings" raised by the workshop process. He felt it was "hard to
have powerful emotions" and be "left hanging." He felt the songwriting
process did not completely enough address the difficult feelings he
experienced about the threat of nuclear war. Yet in the end, it was out of
this dissatisfied sense of incomplete catharsis of powerful,
nuclear-related emotions that this group chose to create an ongoing
monthly support group to "share music and feelings" and to further deal
with issues raised during the workshop.
Feelings expressed in follow up interviews about the longer term
impacts of the workshop included more general ruminations than specific
actions: "What did it do in the end but make us feel a little more
empowered;" and "When people go through a group process, that’s good for
everything." It must be asked whether either is enough for the workshop
to be considered effective? If that feeling of empowerment translates
into action, then it is easier to say yes. The plan for monthly musical and
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group support meetings which arose from this group is just such an action.
A clue to the transition from paralysis to action catalyzed by the
workshop is revealed in one comment that, "My friends are together and
talking about this issue in a way that's unifying and not just morbid."
The Brunch participants made suggestions for other social situations
where group songwriting could be used: in workshops, in the household (to
write songs together in times of sadness), and with other populations such
as mental health clients. Yet it is the musical, group support evenings
that are the most likely to actually manifest as a result of the
songwriting workshop.
If support meetings do actually continue, they will be at the least a
naive form of 'gregarious' action-getting together to support each other
without dealing with the issue. Such evenings could also be a form of
critical action-if the nuclear problem is discussed and collaboratively
acted upon by the group. Either result is possible. The plan for such
"musical evenings" includes singing, "co-counseling" activities and
discussion to "build more of a group base and connection" in relation to the
nuclear issue. The desire was expressed to work on the song during such
an evening gathering—to write out and mimeograph the song, to send it to
people, and "sing it sometime" in public, "on the common" or at a "Walk for
Peace" scheduled for later in the summer of 1987.
One participant volunteered to organized the first evening and
gathered a list of all those who attended the workshop. Follow up
interviews revealed that a date was set for the gathering but it had been
delayed due to personal crises in the lives of several participants.
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Young at Heart Chorus
Though not included in the research sample due to issues of age
variance, two other group songwriting workshops were conducted-one
with the elderly Young at Heart Chorus, and one with college students,
including several members of local rock bands and their non-musician
friends.
The 28 member Young at Heart Chorus was the largest group to
participate in the workshop. The song "Now is the Time," (Audiotape
Appendix) complete with trombone and piano accompaniment, is written in
a 1930's style with which the group is familiar and comfortable. It is a
simple, almost generic tune, which was chosen to facilitate rapid
composition and ease in memorization. Many interesting melodic ideas and
lyrics were excluded in order to produce a finished song in the limited
time available. In any group, it is easy for a few charismatic members to
dominate the process and in such a large group, the difficulty of including
all melodic ideas is compounded--even further by the limitations of time
and sheer physical endurance.
This elderly singing group had a wide diversity of political stances.
The final version of the song includes the most universally acceptable
themes of caring and love. Various comments about the need to be
prepared to meet the Russian threat were not incorporated. Such
discrepancies of ideology revealed how the workshop laid a groundwork for
considerable political discussion if the time and interest to pursue it
were created. In this case, it was not pressed for, largely because of lack
of time due to the group's performance commitments, but also due to the
desire to maintain group harmony. The issue of raising conflict within a
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diverse group when we are trying to work towards achieving peace is one
which should at least be considered by a responsible group facilitator.

Now is the Time
by the Young at Heart Chorus (4/21/87)
chorus:
If we really care and love one another
It's a good start for peace in the world.
So love one another--Now is the time;
Now is the time for peace in the world.
What an awesome feeling
Too terrible to live:
I pray there will never be a nuclear war.
Lord, don’t let it happen.
"Now is the Time” is the only song in the study which has a truly naive
score of 200. While the call to "care and love one another” can be seen as
collaborative action, the prayer to the Lord not to let a nuclear war happen
is a magical perspective. Other lyrics not included in the song also shared
this ’God will protect us’ attitude, in which neither personal nor collective
power are not cultivated towards action in response to the nuclear threat.
There was no time for discussion with the group at the end of the
rather abbreviated workshop. It was learned in follow up interviews that,
although the chorus director has some reservations about the darkness of
the bridge, the group was working on arranging the song and is planning to
include it in their repertoire.
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Deepwoods Drive Group
Nine college students from the Pioneer Valley's five college area took
an evening during the week before finals to participate in a songwriting
workshop organized by a friend and local rock musician. The group
consisted of musicians (mostly male) and non-musicians (mostly female).
This group, after being separated into two small groups for the sake
of constructing verses concluded that they had written two separate
songs. There were enough musicians in each small group to construct and
lead the song with no help from the workshop facilitator. Though all
participants were white, one reggae, "Let’s Communicate Now," and one
black gospel song 'Though I'm Trembling" (Audio Appendix) were the
result--a tribute to the cross-cultural influence of music. Both feature
call and response formats which are particularly useful in singalongs.
Let's Communicate Now
by the Deepwoods Drive Group (5/11/87)
Let's Communicate Now
We're all connected
We need each other
Our differences can't fracture our wholeness.
Acceptance is the key to living in natural harmony
Emplore all the world:
Set your children free from the bonds of divided society.
Only our strongest love can conquer our worst hate.
Love will be around until everything else is gone
...the earth must survive
Let's Communicate Now
"Let's Communicate Now" scores a 258 on the consciousness scale.
The critical call for communication and changes in collective attitude and

120

unjust society is counterposed by more naive or magical statements of
'truths' about the way the world is--even if they do represent hopeful
perspectives. Such 'collegiate' generalities lend some support to the
choice not to include the group in the study's overall scoring of C change.
Though I’m Trembling
by the Deepwoods Drive Group (5/11/87)
Though I'm Trembling
I will carry you away from here
Have something to eat
When I'm happy
I have something to offer
Let's be selfish
No one wants to die
Action is Imperative
Though I'm Trembling
"Though I'm Trembling" scores a 225, more on the naive than critical
end of the scale. The most energetic, and lyrically 'artsy' of the songs,
this one was also tricky to score. "Action is imperative" is a critical plea,
but most of the types of action suggested are individualistic. The cryptic
"have something to eat" was one line that was not coded, though it could be
seen as a magical avoidance of the issue, which would lower the song's
score to a fully naive 200.
The group was very enthusiastic about their accomplishment and the
sheer fun of composing and singing together. Though he performs
regularly, the musician who led the gospel call and response in "When I'm
Trembling" called it the "highest musical experience I've had in a long
time." For another it was, simply, "really great to sing those songs with
everybody."
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Calling the small group process a "microcosm" of larger social
relations, much of this groups enthusiasm for the experience centered
around the workshop's facilitation of group cooperation, of "bringing
people together to do something positive." It felt positive to particpants
to "see how easy it works for people to get together and get things done,"
and to see "people working together and coming up with something without
being separate." Said one guitarist, "It charges me up—like anti-nuclear
meetings—the surge of energy you get when you get together to do
something."
The cooperative atmosphere was felt to be conducive to group
creativity by being "relaxed." It was "good to give people space to give
their ideas." Said one participant, the group songwriting exercise provided
good practice at "how to be in the dynamic of giving space to other people
and being assertive and giving ideas." Another participant agreed that, "No
particular sub-faction was stifled in this group. We transcended the
differences of opinion and everyone got heard."
The question of real empowerment was raised in post-workshop
discussion. Said one student, "We feel good and that's something-even if
the song doesn’t change the world." Yet it was felt, "you are affecting the
world when someone sings or taps along "with the song." Participants
even felt that "you don’t have to run off and be an activist, but if you write
songs about issues you're still contributing." This is due to the assertion
that "a lot of activism is negative-stop this, stop that," while in
contrast, "giving contagious positive energy is being active" in the hope
that we can "spread an epidemic of love." The importance of emphasizing
positive alternatives to war was expressed: "If not nuclear war, then
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what? If all the emphasis is on the what, then no more nuclear war.” In
this light the "celebration of the music itself" becomes significant:
"feeling good, sharing and energy is what it's all about." The assertion
that songwriting without activism can be a form of critical action, and not
just naive gregariousness, is debated in conclusions of this paper. (See
Chapter Five)
In the discussion, the power of music as a communicator was
emphasized: "Music is a powerful form of communication-even if it's a
negative message, it's pleasant" The message "tends to stay with you
more-the music, the melody sticks." The feeling of the song itself was
considered a valuable communication even beyond political lyrics: Music
"communicates more directly, emotionally." It was even felt that "songs
are more effective from an emotional point of view, more than the explicit
message." One view was that "music is insidious, it effects people on
different levels—people subconsciously get a strong peace message."
The workshop experience was related to the aged "oral tradition of
passing on cultural values through story and song. Calling art a "reflection
of society," it was said that it is "artist's responsibility to keep reminding
us that these things (the threat of nuclear war) are happening because it is
so easy to forget."
Follow up work that the group considered doing consisted of plans to
"learn the songs and teach them to others," and simply to "sing them." The
fact that there were performing musicians in this group, makes the
further performance of these songs more likely, as does their simplicity
and participatory call and response format. Follow up interviews revealed
that, indeed, the songs had been sung again since the workshop.
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In summary, the comments and actions of participants during and
after the workshops reveal many aspects of results that can be attributed
to the workshop experience. The sense of accomplishment, of satisfaction
and empowerment that developed in participant groups cannot be fully
revealed in quantitative data. Participants felt that the workshop
supported 1) their personal courage and ability to face the nuclear issue
and 2) their group process, by opening safe channels of communication and
creative, successful participation. Though it did make them feel more
empowered to address the nuclear threat, personally and collectively,
participants did question whether the workshop would help them to
actually take more actions in response.
These subjective human responses to an interpersonal experience
flesh out the C code data and Workshop Evaluation Questionnaire, providing
more fully a representation of the workshop's impact on participants. The
quantitative measures used and presented in Chapter Four provide a
scientific backbone to these 'softer' results gathered by discussion and the
process of collaborative creation itself.

Chapter IV
QUANTITATIVE RESULTS AND DATA ANALYSIS

1. Statistical comparisons are made on C code pretest and posttest scores
for experimental and control populations. The following statistical
analyses were performed on the C coded data:
A. Pretest mean scores for each participating group were compared by
an one way analysis of variance (Duncan) to assess for pre-workshop group
differences in levels of C.
B. Treatment and control group C code pretest and postest scores (total,
naming, analyzing and acting) were compared by t-test to assess the
significance of changes resulting from the workshop.
2. The Workshop Evaluation Questionaire is assessed to determine
participant perception of personal and group change.

Statistical Tests of Hypotheses
Hypothesis 1: The three participating groups will score at different
consciousness levels on the pretest. WPA (Critical) > Baha i (Naive) >
Brunch (Naive).
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Table 4 ;1 Workshop Groups-Pretest Statistical Comparisons
Analysis of Variance fDuncanl Results: Group Pretest C Scores:
n = 25

Degrees of Freedom = 24
Significance

Total Scores:
WPA:
n=8
Baha'i: n = 10
Brunch: n = 7

mean = 243
mean = 225
mean = 199

s.d. = 24
s.d. = 24
s.d. = 35

WPA vs. Baha'i--n.s.
Baha'i vs. Brunch-n.s.
WPA vs. Brunch--p = .008

Naming Scores:
WPA:
Baha'i:
Brunch:

mean = 201
mean = 196
mean = 192

s.d. = 62
s.d. = 46
s.d. = 57

No significant differences.

s.d. = 31
s.d. = 28
s.d. = 43

No significant differences.

s.d. = 33
s.d. = 43
s.d. = 32

WPA vs. Brunch--p = .001
Baha’i vs. Brunch--p = .001

Analyzing Scores:
WPA:
Baha'i:
Brunch:

mean = 250
mean = 220
mean = 228

Acting Scores:
WPA:
Baha’i:
Brunch:

mean = 267
mean = 253
mean = 194
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The statistical test of the first hypothesis was to determine whether
the predicted stages of consciousness were accurately predicted. A one
way analysis of variance (Duncan) was used due to the small sample size.
The overall F score was statistically significant. (F = 8.22)
The first conclusion drawn from the data is that the order of pretest
scores, reflecting which groups exhibited more naive or critical
consciousness, was in the predicted direction. It was predicted that the
Williamsburg Peace Action group would score most critical on the pretest,
the Baha'i group would be less critical, and the Brunch group would be the
most naive. These predictions proved true, as the WPA pretest average
was 243; the Baha'i group average was 225; and the Brunch group average
was 199.
The second conclusion drawn from this statistical comparison of
group scores is that the order of magnitude was statistically significant
only for the difference between the total pretest scores of the WPA and
the Brunch group.
The third conclusion drawn from this data is that when total scores
are broken down, it is clear that total scores primarily reflect a
difference in acting scores. There was a statistically significant
difference between the acting pretest scores of both a) the WPA and the
Brunch group and b) the Baha'i and the Brunch group. There was no
significant statistical differences in other categories. (See Table 4 :1)
As well as partial confirmation of the predicted differences in group
consciousness levels, this result is another indication of the validity of
the test as a measure of group consciousness levels as defined for this
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study.
Though pretests revealed the groups to be at somewhat different
levels of consciousness, as predicted, there were critical and naive
participants in each group. This mix of participant levels, plus a high
percent of incomplete posttests due to fatigue in the WPA group, plus the
relatively small sample size, led to a decision to combine the treatment
population into one experimental group for further statistical analyses for
comparison with the control group.

Hypothesis 2: The songwriting workshop will increase the scores of
participants from pretest to posttest in the treatment group as compared
to scores in the control group. This hypothesis applies to total scores ,and
partial scores for the components of consciousness, and to change scores.
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Table 4;2 ; Pre, Post and Change Scores in Overall Consciousness for
Experimental and Control Groups
Pretest

Treatment:
n = 20

Control:

Posttest

Change

mean = 218
s.d. = 31

mean = 251
s.d. = 28

mean = +33
s.d. = 39
t = -3.79, p = .001
one tailed

mean = 238
s.d. = 24

mean = 233
s.d. = 33

mean = -5
s.d. = 18
t = .89, p = .390,
n.s. / two tailed

n = 12

Tpre vs. Core:
t = -1.91, p = .065
n.s. / two tailed

Tpost vs. C post:
t = 1.64, p = .056
one tailed

300
Control

200

T reatment

100

251

Tchange vs. Cchanae:
t = 3.14, p = .002
one tailed
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Several statistical comparisons were made to assess whether
consciousness was raised in the experimental group. A t-test was used to
compare the pretest and posttest total C scores of the experimental and
control populations. The first conclusion drawn from this data is that
experimental group's total scores increased signficantly from 218 to 251.
The second conclusion drawn from this data is that the control group’s
total scores did not significantly change, falling from 238 to 233. These
conclusions are reinforced by a comparison of change scores, showing an
even more significant difference between the experimental and control
groups. The increase of 33 points in the scores of the treatment
population was highly significant as compared to the drop of 5 points in
the control group. These results support the central reseach hypothesis of
the study, that the workshop raised consciousness (C) in the treatment
populations.

T-tests were applied to further assess how much each component of
consciousness-naming, analyzing and acting-was impacted by the
workshop.
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Table 4:3 ; Pre. Post and Change Scores in Naming Consciousness for
Experimental and Control Groups

Pretest

Posttest

Change

Treatment:

mean = 192
s.d. = 47

mean = 219
s.d. = 61

mean = 27
s.d. = 69
t = -1.76, p = .047
one tailed

Control

mean = 207
s.d.= 31

mean = 198
s.d. = 40

mean = -9
s.d. = 41
t = .78, p = .454,
n.s. / two tailed

Tpre vs. Cpre:

TDOst vs. C Dost:

Tchanae vs. Cchanae:

t = -.97, p = .341
n.s. / two tailed

t = 1.07, p = .146
n.s. / one tailed

t = 1.65, p = .055
one tailed

300

Control

200

Treatment

100

219
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The first conclusion drawn from the naming score data is that
experimental group scores did significantly increase, from 192 to 219.
The second conclusion is that control group scores did not significantly
change, falling from 207 to 198. Consistent with these conclusions, a
check of the change scores shows that, the difference in the change scores
approaches statistical significance very closely.
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Table 4:4 ; Pre. Post and Change Scores in Analyzing Consciousness for

Pretest

Treatment:

Control:

Posttest

Change

mean = 226
s.d. = 35

mean = 260
s.d. = 37

mean = 244
s.d. = 38

mean = 234
s.d. = 44

Tpre vs. Cpre:

Tpost vs. C post:

Tchange vs. Cchanae:

t = 1.83, p = .039
one tailed

t = 2.70, p = .006
one tailed

t = -1.38, p = .178
n.s. / two tailed

mean = 34
s.d. =
t = -2.85, p = .005
one tailed
mean = -11
s.d. = 28
t= 1.37, p = .198
n.s. / two tailed

300
Control

200

100

Treatment

260
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The first conclusion drawn from the analyzing data is that the
experimental group scores did increase significantly, from 226 to 260.
The second conclusion is that the control group scores did not change
significantly, falling from 245 to 234. A check of the change scores
shows that the analyzing score increase of 34 points for the treatment
group was highly significant when compared to a drop of 11 points for the
control group.
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Table 4:5 : Pre. Post and Change Scores in Actina Consciousness for
Experimental and Control Groups

Treatment:

Control:

Pretest

Posttest

mean = 233
s.d. = 46

mean = 267
s.d. = 30

mean = 34
s.d. = 55
t = -2.77, p = .006
one tailed

mean = 239
s.d. = 32

mean = 250
s.d. = 38

mean = 11
s.d. = 26
t = -1.38, p = .196
n.s. / two tailed

Tpre vs. Cpre:
t = -.43, p = .670
n.s. / two tailed

TDOSt vs. C oost:
t = 1.40, p = .086
n.s. / one tailed

300
267

200

100

T reatment

Change

Tchange vs. Cchanoe:
t = 1.63, p = .088
n.s. / one tailed
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The first conclusion drawn from the acting data is that the
experimental groups scores did significantly increase, from 233 to 267.
The second conclusion is that control group scores did not change
significantly, rising from 239 to 250. The third conclusion, drawn from a
comparison check of change scores in the acting component of C, is that
the increase in the acting score of 34 points for the treatment group when
compared an increase of 11 points for the control group was not
statistically significant. When looking only at the treatment group, scores
go up significantly, but when compared to the control, the difference in
change scores is not significant. This means that the treatment did not
have a significant effect on consciousness of critical action.
This analysis leads to the conclusion that significant changes on the
total C code score are due primarily to changes in the naming and
reflecting components of C. The statistically significant results for
naming and analyzing, but not for acting, suggests that the workshop
increased participants capacity for naming and analysis of the nuclear
threat more than it fostered consciousness of critical action.

Workshop Evaluation

A second method of quantitative data collection used after the
workshop was the Workshop Evaluation Questionnaire, which consisted of
eight evaluative questions designed to determine participant perception of
the workshop’s quality and impact on them individually, and collectively on
their group. The questionnaire allowed for reflection on which workshop
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activities were most effective and which components might have brought
about changes in C scores. It provided room for participant comments,
which were presented in Chapter Three. The questionnaire attempted to
quantify the participant reactions discussed in Chapter Three as well as
flesh out particulars behind the C code statistics
There were 36 workshop participants who completed the
questionnaire. This number is above the experimental group total of 20
because there were two participants who arrived too late to fill out the
pretest (in the Baha'i group), five participants who completed the pretest
and the questionnaire, but not the posttest (in the WPA) and nine members
of the Deepwoods Drive group who completed the questionnaire, but were
not included in the pretest/posttest sample. The Deepwoods Drive group,
determined to be too young to be representative of the experimental
sample was included in the workshop evaluation, since it is not a measure
of C. The Young at Heart Chorus did not fillout this evaluation due to
restrictions on their time.
Workshop Evaluation Questionnaire;
-Respondents:
WPA n = 7
Baha'i n = 12
Brunch n = 8
Deepwoods Drive n = 9
Total

n = 36
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Questions, Percentages and (Number of Responses):
1. Did you feel that the workshop was a worthwhile experience? (30)
1) not at all

0%

(0)

2) a little

0%

(0)

3) somewhat

17%

(5)

4) very much

46% (14)
37% (11)

5) extremely
Overall, the workshop received a positive evaluation from

participants. Participants were generally enthusiastic about the workshop
experience. All felt it was a "worthwhile experience"-- 37% said,
'extremely,' 46% said 'very much,’ while 17% marked 'somewhat.' No
participant checked, 'a little,' or 'not at all' in response to this overall
evaluation.
2. Which activities did you find most effective? (85)
collaborative songwriting

88%

(32)

singing

50%

(18)

group discussion

27%

(10)

guided visualization

25%

reflection/brainstorm

22%

listening to songs

19%

sharing in pairs

19%

(9)
(8)
(4)
(4)

The ranking of workshop activities shows a trend for participants
finding more fully participatory activities, such as songwriting and
singing versus listening or reflecting, to be the most effective. Full and
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active participation implies affective and somatic as well as cognitive
involvement in an activity.
3. Which activities did you find least effective? (31)
guided visualization

25%

(9)

listening to songs

22%

(8)

singing

14%

(5)

sharing in pairs

11%

(4)

reflection/brainstorm

11%

(4)

collaborative songwriting

2%

group discussion

0%

(1)
(0)

Activities called least effective were 1) guided visualization, 2)
listening to songs, 3) singing, 4) pair sharing, 5) reflection/brainstorm,
and 6) collaborative songwriting. This list in general seems to confirm
the analysis made for Question #2, that the more active components of the
workshop were more effective than the more reflective activities. The
guided visualization and listening components, here ranked as the least
popular, also demand the least active participation.
4. Did you feel that music was a valuable tool for looking at feelings about
the nuclear issue? (36)
1) not at all
2) a little
3) somewhat
4) very much
5) extremely

0%
6%
11%

(0)
(2)

44%

(4)
(16)

39%

(14)
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One of the strongest responses to the evaluative questions was that
participants found music to be a valuable tool for looking at feelings about
the nuclear issue--39% said it was 'extremely' valuable, 44% marked 'very
much.' This supports the statistical data which found the naming and
analyzing components of C--the arena of denial-to be significantly
changed by the workshop.
5. Do you believe this workshop experience has improved your ability to
communicate with others about the nuclear situation? (35)
1) not at all

0%

2) a little

34%

(0)
(12)

3) somewhat

46%

(16)

4) very much

8%

(3)

5) extremely

12%

(4)

The question addressing improvements in communication with others
in relation the nuclear issue, was given considerably more moderate
affirmation: Asked if the workshop experience had improved their ability
to communicate with others about the nuclear situation, only 12%
responded 'extremely,' 8% 'very much.' 80% responded 'somewhat,' (46%)
and 'a little,' (34%), though said none 'not at all.' This is consistent with
the C code results showing least change in the action dimension.
6. Do you feel more supported by others in your concern about nuclear war
than you did before the workshop? (35)
1) not at all
2) a little

8%

(3)

22%

(8)
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3) somewhat

46%

(16)

4) very much

17%

(6)

5) extremely

7%

(2)

A similar response was given when participants were asked if they
felt more supported by others in their concern about nuclear war than
before the workshop. Only 7% responded 'extremelyand 17% 'very much,'
while a high 46% chose the median 'somewhat,' 22% 'a little,' and 8% 'not
at all.' This also is consistent with the lack of significant change in the C
of action.
7. Do you feel more empowered to respond to the nuclear threat than you
did before the workshop? (34)
2%

(i)

2) a little

38%

(13)

3) somewhat

38%

(13)

4) very much

9%

5) extremely

12%

(3)
(4)

1) not at all

The question of whether participants felt individually more
empowered to respond to the nuclear threat than before the workshop was
answered with a mildly positive, but not overwhelmingly optimistic
response: 12% said they felt 'extremely' empowered by the workshop, 9%
said 'very much,' 38% 'somewhat,' 38% 'a little,’ and 2% 'not at all.' This
also appears congruent with the lack of significant change in the C of
action.
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8. Do you believe the the workshop has improved your group’s ability to
respond to the danger of nuclear war? (32)
1) not at all

9%

(3)

2) a little

28%

(9)

3) somewhat

50%

(16)

4) very much

9%

(3)

5) extremely

4%

(1)

The response to the question about group empowerment was also not a
resounding yes, but another 'somewhat' positive reply. Rating the
workshop’s improvement of their group's ability to respond to the danger
of nuclear war, 4% said 'extremely,' 9% 'very much,' 50% 'somewhat,' 28% 'a
little,’ and 9% 'not at all.' This question about collective empowerment
reasserts the insignificance of the C code acting data in yet another way.
Moderate responses to these last four questions about empowerment are
consistent with the lack of significant change in acting C scores.

Summary:
The combination of C code testing plus the Workshop Evaluation
Questionnaire extends a quantifiable picture to the qualitative results
discussed in Chapter Three. A summary of results presents a picture of
generally positive response to the workshop, in terms of C code test score
increases and participant feedback:
1) The validity of the C code test was strengthened as a valid
measure for predicted group consciousness levels. 2) Trends of general
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consciousness raising were confirmed, by both overall and two component
scores on the C test. Statistically significant increases in total C scores
were calculated. Significant increases in the naming and analyzing
components were also determined. There was not a signficant increase in
acting scores when compared to the control group.
Workshop Evaluation Questionnaire responses paint a picture of
participants who felt the workshop was a worthwhile experience; who
found the more fully participatory workshop components to be the most
effective; who felt that music was a 'very' to 'extremely' valuable tool for
looking at feelings about the nuclear issue; who felt 'somewhat' more
supported by and enabled to communicate with others about the threat of
nuclear war; who felt only 'a little' to 'somewhat' more empowered to
respond to the nuclear threat, both as individuals and within their group.
Overall, the questionnaire suggests that participants felt the
workshop was a worthwhile, effective experience which enabled them to
look at their feelings about nuclear war, while it made them feel
'somewhat,' though not 'very much,' more empowered to respond to the
nuclear threat. This parallels C score results which suggest that, while
the consciousness of naming and analyzing was significantly impacted by
the workshop, the consciousness of action was not significantly changed.
These consistent results raise the questions of why this occurred, how
generalizable are these results, and what are the implications. These and
several other questions will be addressed in the next chapter.

Chapter V
CONCLUSIONS AND DISCUSSION

While the pre and post test data revealed a significant increase in
overall consciousness scores for the treatment groups, further discussion
is necessary to understand: 1) To what degree did the workshop raise
consciousness? 2) How were developments in consciousness achieved?
Why were there significant developments in naming and analyzing, but not
in acting? 3) Are these changes are likely to be lasting? 4) How could the
workshop idea be improved and best used with different groups? 5) How
generalizable are these conclusions? What are the implications?
Investigation of these issues is both analytical and speculative
-analytical in reflecting on the meaning of workshop results and
speculative in projecting implications for further consciousness raising
activities about the nuclear threat.

Tn What Degree Did the Workshop Raise Consciousness?
Data suggest that there were some demonstrable effects of the
workshop on consciousness. It, therefore, appears that it is possible to
raise consciousness in a three hour workshop. To what degree did the
songwriting workshop experience develop critical consciousness in
participants? C code data revealed significant developments in naming
and analyzing, but not in the acting component of consciousness.
Participant evaluative feedback and anecdotal data support this pattern of
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C development. Participants found it personally and collectively valuable
to express their feelings and thoughts about the danger of nuclear war, but
did not feel significantly more empowered to act in response to the
nuclear threat.
These findings suggest that the active process of writing songs can
be used for certain aspects of consciousness raising, but perhaps not for
actually facilitating action for social change. Even with all the
enthusiasm and confidence that these workshops generated, data on C of
action did not prove that singing together is necessarily more than naive,
"gregarious" activity, group support that makes people feel better without
taking action. In conjunction with organizational structures and other
activities critical action may result, but probably not solely as a result of
group collaborative songwriting.
The increase in naming and analyzing capacities which the data
support essentially takes the form of participant developments in the
ability to face and consider the reality of nuclear weapons and war.
Participant comments reveal that the supportive group atmosphere
provided a context for experiencing feelings and expressing thoughts in a
manner in which they felt heard.
Findings in this study corroborate other studies which suggest that
music can be utilized to interact with human emotions and increase
self-awareness. (See discussion in Chapter One/Section 4A.) Findings
shed light on theories about self-expression, how this can help people
name and analyze an issue and feel better in a group, even if the
empowerment to act does not evolve. (See discussion in Chapter
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One/Section 4B.) Qualitative findings corraborate rhetorical studies of
protest songs which describe how songs are used to build group solidarity,
to clarify a vision of social values and proclaim that action is needed to
create a just society. (See discussion Chapter One/Section 4C.)
In summary, workshop participant consciousness was raised in terms
of developments in participant ability to confront (name) and discuss
(analyze) the threat of nuclear war. Data suggested that participant
consciousness of action to resolve the nuclear threat was not
significantly raised.

The Process of Raising Consciousness About the Nuclear Threat; Naming,
Analyzing and Acting
Consciousness raising done by the workshop must be discussed in
terms of naming, analyzing and acting upon the problem of potential
nuclear war. The workshop attempted to address parallel issues relevant
to each stage of consciousness; emotional issues of the magical stage,
such as the psychic numbing and denial; self-expression issues of the
naive stage and the issues around developing collaborative action in the
stage of critical consciousness. The workshop addressed these first two
components through a) confronting emotional barriers to facing the reality
of a potential nuclear war (naming), and b) facilitating consideration,
discussion and expression of ideas about our relation to the nuclear
situation (analyzing), but did not as hoped c) provide a context to pursue
further collaborative action in reponse to the nuclear threat (acting).
It has been theorized that in order to develop a critical naming of
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nuclear threat, magical consciousness related to the issue must be
confronted and transformed. (See Chapter One) The workshop addressed
affective aspects of magical consciousness, such as psychic numbing and
denial by raising the nuclear issue in an emotional way. Data supports the
idea that confrontation of magical patterns of denial and avoidance (Table
1:1 : Magical/Naming/#1) by the affective components of song can
motivate a facing, or naming, of the issue. Just as the workshop sought to
be an exercise in critical education, it was also affective education. The
creative process of songwriting provided a structure for bringing out
feelings, for acknowledging and creatively expressing them in a group.
Both experienced peace activists and inexperienced but concerned
participants in the workshops commented on the significance of this
emotional component of the workshop process. For the Williamsburg Peace
Action activists, it was a significant reminder of and a way to
collectively express the feelings that motivate their work. For members
of the Baha'i group, the supportive context of the group experience lent the
'strength' to look at a difficult issue. For the Brunch group, the raising of
disturbing emotions was a motivator to plan another meeting in order to
further process these feelings. Participants from all groups reported that
collaborative songwriting provided a satisfying and even enjoyable
experience of working together with others to face a fnghtenmg issue.
Workshop attention to affective content also addressed naive
feelings of self-blame (Table 1:1 : Naive/Analysis/#6), such as guilt,
self-pity and worthlessness, all which might be caused by a sense of
inadequacy in effectively transforming the nuclear situation. By
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facilitating participant self-expression, the workshop provided an
opportunity to move from a passive, or frustrated avoidance of the nuclear
issue to at least a naive-reforming position of non-systemic action.
Individualistic or gregarious responses to the nuclear threat may be naive,
but are active and can be seen as a possible step towards the more
collaborative and systemic social action of critical consciousness.
Personal expression was supported by the group context of the
workshop; the group supported and validated personal risks and creativity.
The workshop demonstrated that a group context for the expression of
feelings could provide a sense of validation of those feelings. Critical
consciousness requires looking at an issue collectively-mutually
supporting, reflecting upon and sharing each other's feelings. Participants
responses also revealed that they appreciated being given the "space to
create" in a group context and to have their own creativity validated by a
group accomplishment.
Though the workshop format itself did not teach participants how to
analyze the nuclear issue, there was a statistically significant increase in
analyzing C scores. The fact that analyzing scores went up is most likely
attributable to the opportunity people were given to consider, discuss and
creatively express their own opinions about nuclear dangers. The respect
which the workshop attempted to give to everyone's opinion, seemed to
validate the thinking which participants had already done about the issue.
There was very little planned workshop content, in terms of cognitive
curricula, which taught a critical analysis of the nuclear threat. If a
participant’s analysis developed due to the workshop process, it was not
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due to presentation of quantities of specific information.
The development of a more critical analyzing score on the part of
workshop participants can be seen as a tribute to the participatory
research values which respect the capacity of research ’subjects’ to
analyze an oppressive situation without the help of experts. Participant
analysis was drawn from them rather than taught to them by the workshop.
A fundamental contribution of this study as a new curriculum for teaching
about the threat of nuclear war is its focus on process rather than content.
The factual content of nuclear arsenals and superpowers was not the main
focus of the workshops, rather it was group dialogue, sharing the
subjective thoughts and feelings of participants, that was the center of
attention.
The theoretical basis of this study contrasted collaborative action
with magical inaction and naive isolation or gregariousness in dealing
with nuclear concerns. (Table 1:1 : Critical/Acting/ #6-7) Though a
group develops a critical naming and analysis of the nuclear problem, it
may still exhibit magical-conforming pessimism and waiting,
naive-reforming individualistic action, or gregarious, but inactive group
support. The workshop attempted, apparently unsuccessfully, to address
the acting component of consciousness raising through the collaborative
action of songwriting and by creating a context to make group plans for
future action. Suggestions made by participants for follow-up
performances of songs and for ongoing support meetings are examples of
collaborative responses to a collectively defined problem, containing the
interactive, dialogic dynamic necessary to critical action, but there is no
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proof that these actions will actually be undertaken.
Expressed desires for follow-up actions came both from a sense of
satisfied accomplishment with group songwriting (particularly in the WPA
and Deepwoods Drive) and a dissatisfied desire to face the issue more
fully than the workshop allowed (in the Brunch group). This provides a
clue that motivating potential actions may be based on both the satisfied
sense of accomplishment brought about by the achievement of writing a
group song, and on the dissatisfied awareness raised in some participants
that writing a song did not adequately address their distress about the
nuclear threat. It is paradoxical, but significant to note that one of the
strongest participant impulses towards taking action (to create an ongoing
support group from the Brunch workshop) came from a sense of the
inadequacy of group songwriting in really dealing with the nuclear threat.
This implies that the perfectly satisfying, cathartic workshop which
leaves everyone happy that they wrote a song is not necessarily the best
motivator for continued action. Data reveals that a feeling of
accomplishment and creative empowerment does not necessarily translate
into empowerment for action. Furthermore, it should be considered how
much a heightened sense of 'unfinished business' motivates further action.
Ideas for specific changes in the workshop to increase the C of action are
considered in the Section 4 discussion on Workshop Improvements.
In summary, the workshop raised consciousness by addressing two of
the three components of C-naming and analyzing. These aspects of
consciousness appeared to be developed by providing participants an
opportunity to explore and express their thoughts and feelings about the
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nuclear situation. Attempts to address the acting component were made,
by writing a song together and making plans tor future collaborative
actions, but these did not have a significant impact on participant action.

Are These Changes Likely to Last?
The workshop sought to provide participants with a model experience
of various aspects of critical consciousness, such as dialogue and
collaboration, which they would hopefully carry from the artificial
workshop situation into their ongoing political lives. Significant changes
which the workshop brought about were in naming and analyzing the
nuclear threat. The workshops provided an innovative collaborative
method for naming and analyzing the problem of potential nuclear war.
Structures which could potentially maintain any new abilities in naming
and analyzing are the ongoing groups themselves. Many participants
reported group process developments, including an increased sense of
group solidarity, accomplishment, interpersonal relationship, equal
participation, and enjoyment:
1. Solidarity: Several members of the two ongoing participant groups, the
WPA and Baha’i, commented that the workshop helped to build group
solidarity and a sense of unity. While the cooperation and solidarity that
grew out of the workshop may be necessary components of critical
consciousness, they were still not sufficient for critical collaborative
action to occur.
2. Accomplishment: The sense of group accomplishment reflected a swell
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in group confidence: The repeated expression of "We can do it!" in group
songs is a testimony to this optimism, though it may just be a hopeful
fantasy. Working together to create something was satisfying and
validating to the group as a whole, as well as to many individual
participants.
3. Relationships: Group development contributions of the workshop
included creating new ways of being together in a group. Changes in roles
and power relationships were recounted by participants. As it opened
emotions, the workshop process built new avenues for relationship among
participants. The emotional high, enthusiasm and energy generated by the
songs provided a direct, wholistic experience of being together as a
unified group.
4. Participation: The chance for everyone to be heard enabled group
process, just as it empowered the individual who felt heard to speak out.
Self-expression became group expression in an entirely tangible way.
5. Enjoyment: The relaxation, enjoyment and positive energy generated
provided a "fun" model for political work, which participants reported can
be "tense and painful."
Perhaps the first critical question to be asked about the songwriting
workshop by a colleague was "Are you really making a change or just
making people feel better?" about the nuclear threat. This was also the
central question to arise out of the early experimentation with the form in
Dr. Kinsey's Alternative Research course. (See Chapter Two) Two days
after Chernobyl, we were all upset. We felt 'better' after writing our song,
but what would we actually do about the nuclear threat? We didn't stop
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any reactors or radioactivity, but consensus was that group songwriting
did feel somehow worthwhile. Was writing a song a valid critical action
in itself? Results of this study say that writing a song is not a critical
action, though it can be a critical naming and analyzing of the nuclear
threat.
The negative implication of "feeling better" is inaction in response
to a gravely upsetting danger, what Freire calls gregariousness. In
Freire's terms, a group singalong that did not lead to cooperative action
would be a form of naive gregariousness-a support system for avoiding
action. While the workshop apparently made people feel better, it is not
sufficient in itself to empower action. This lack of significant action
resulting from the workshops poses a limit to the lasting nature of the
changes which the workshops will bring. Even if group process changes
last, these may remain at a naive level if they are not tied to future
critical actions.
The songwriting workshop was designed with discussion and
action-brainstorming components for this very reason. The workshop was
designed to be a support for collaborative critical action in response to
the threat of nuclear war, not a mechanism for soothing our nerves to
enable further avoidance of this catastrophic issue. Yet, it is evident that
there must be other motivation and support besides music making if
critical action is to actually take place.
This relates to a more general question of whether music itself can
be considered a form of activism, or whether it only enables at best, or
replaces at worst, real critical action. The inclination of the group songs
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towards critical action shows that the workshop at least evoked a
rhetoric of collaborative action. Most of the codable lines in the songs
were acting statements and all the songs had highly critical acting scores.
Yet this may only suggest that participants would like to take critical
actions, though they are not empowered to do so.
Some potentials for collaborative action emerged from the
workshops, but there is little guarantee that these will actually occur.
Some participants reported a desire to sing again and to write more
topical songs; some wished to perform the group's original political song
for audiences; some felt the need to create an ongoing support group to
continue the process. Whether these ideas are fully manifested is
somewhat a reflection of the ongoing structure of each group and the
limits to which this study, as academic research rather than political
organizing, could specifically encourage collaborative actions without
confounding assessment of the collaborative songwriting as a group
intervention. (This is discussed further in Section 4A: Workshop
Improvements)
In summary, the most tangible continuing results of the workshop
could be a) the continued development of intra-group relationships, b)
enhanced personal and collective creativity in participants, c) the
application of workshop techniques in other settings, d) the ongoing
performance of the group songs, and e) in one case, the possibility of an
ongoing support group. It appears that group processes and creativity
were more facilitated than anti-nuclear action by the workshops. Any long
term results are most likely to remain in participant relationships and in
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possible applications of workshop ideas and of music to participant's
ongoing work in general. It is likely that the changes wrought by
participation in these workshops will be largely invisible in the long run,
occuring more in the memory of participants than in the development new
peace activist infrastructures.

Workshop Improvements and Applicability to Groups
The potential for creating more, and more substantial, results through
collaborative songwriting clearly exists. The question of further applying
the group songwriting workshop concept can be approached in two
respects: A) How can the workshop be improved, with attention to how it
might further increase critical action? B) For what kinds of groups is the
workshop most likely to be effective?
A) Workshop Improvements: The most evident way in which the
workshop can be improved is by increasing the time taken to present it.
Due to the busy schedules of most groups, it was most feasible for this
project to only require attendance at one evening event. While this
remains the most workable way for groups to experience such a workshop,
it presents limits to the depth of the experience and therefore to the
potential for raising participant consciousness to a truly critical level of
continued collaborative reflection and action.
The need for more time in which to deepen the songwriting experience
is reflected in the common experience that the perceived 'meaning' in
songs deepens over time. The more a song is sung and heard, the more Us
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familiarity can breed a greater sense of ownership and gain more potential
to be emotionally moving. Group repitition of these songs over time,
singing or sharing a taped version of the original compositions, has the
potential to deepen the value of the workshop experience. Such repetition
is most easily facilitated in on ongoing group with a member who is
motivated to be a songleader.
Related to the issue of time is that while it was desirable to create a
relaxed atmosphere to facilitate the freedom to create, it was also
necessary to keep the creative process moving. Participants required
moderately different amounts of time to complete each expressive
activity. The workshop worked most smoothly when directions to
participants and transitions from one activity to the next were clear and
precise.
Ideally a workshop could include more time for processing the
feelings that came up throughout the entire workshop-both difficult
feelings such despair, frustration and anger aroused by the early activities
and positive feelings such as accomplishment, unity and enthusiasm, and
which are apparently raised through collaborative songwriting. Several
participants mentioned that they would have liked more time to process
their feelings. Still, there seemed to be adequate attention paid to
emotions, as reflected by the significant increases in the affectively
based components of C--naming and analyzing.
It is potential actions, and not feelings, that data revealed to have
been inadequately motivated during the workshop. From such a
perspective, the "So What?/Now What?" brainstorm section of the
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workshop takes on a crucial role for the continuation of group activism.
The songwriting workshop appears to have instigated some ideas for
future collaborative action. A more comprehensive follow-up and planning
session might have further solidified ideas for action into actual dates for
specific activities. Follow-up discussions were squeezed into the end of a
long workshop evening when participants were tired. Due to the
limitations on mental and physical energy confronted by a long creative
session, it makes sense that such a planning session would best be carried
out at a separate follow-up meeting. Another meeting would have done
more justice to the need for concretizing group developments and plans.
The idea of a whole day workshop would also respond to the need for
more follow-up time. For such a time commitment to be realistic, either
the interest of a group for a novel activity must be captivated (possibly by
a presentation at a preliminary meeting or with a brochure, or by the
reputation of a well known musician), or the workshop could be offered
through some institutional channel-e.g., by an established peace group
such as Educators for Social Responsibility, Physicians for Social
Responsibility or the American Friends Service Committee, or as a course
or for university credit.
If there is no possibility of an extended follow-up session, there
could be an ongoing action brainstorm throughout the workshop, referred
to at the end of each activity. This might evoke participant ideas for
ongoing actions while they still had plenty of creative energy. It also
would ask for suggestions at times during the workshop where the variety
of moods experienced, before the enthusiasm of creative production, m,ght
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have led to more varied expression of participant needs for activities not
addressed by the workshop. Asking participants to share, at the outset of
a workshop, their involvements with and knowledge of local peace
activities could provide a tangible basis for activist application of group
music ideas.
In a non-research setting, where there is no concern about isolating
and testing one treatment (in this case collaborative songwriting),
political goals, such as building infrastructures for critical action in
response to the nuclear threat, can be presented explicitly in a workshop.
A discussion of Freire's theory of consciousness itself, making explicit
the importance of critical action-which would have biased research
results-could be a valuable format for organizing song-inspired
motivation into a collective vision for activism.
In summary, the workshops did not include enough time for a
comprehensive planning component for future collaborative action. It was
hoped that initiative for future action would organically emerge from the
group experience, in order not to confound research results with any pleas
for critical action. In those cases where specific goals did arise-WPA,
Young at Heart and Deepwoods Drive plans to sing the song in public and
the Friends brunch commitment to create an ongoing support group-there
was not enough attention paid to making dates and times to insure that
these events would actually get on participant's often busy calendars.

B) Applicability to Groups
Who constitutes the more ideal group to experience the
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workshop--the formal organization or the informal but potentially
continuing new group? The experience of groups in this study is helpful in
addressing this issue. This study cannot answer whether the workshop
would be valuable to groups who are hostile to or uninterested in peace
activism. It also cannot address whether there are more favorable times
in the life of an organization, such as just before a rally or civil
disobedience, for the input of collaborative songwriting.
If the time commitment to the workshop process remains unchanged
in future groups, the issue of continuity makes the question of what type
of group should best experience the workshop a vital one. Groups who
already have a structure for continued application of the motivation to act
which was achieved through the workshop will be most likely to use music
in their further activities. Groups without such a pre-existing
infrastructure, need to be focused towards the creation of an ongoing
group context for the collaborative action component of critical
consciousness to be realized.
The type of focus on potential critical actions should vary to achieve
maximum significance for both of these types of groups: If a group has a
pre-existing organizational structure which includes regular meetings,
"Now What?” questions can be focused on how to incorporate what has been
gained at the workshop into the daily workings of the group. If a group is
meeting for the first time, it is more important to focus on whether and
how participants will continue to meet, e.g. in a support group, or begin to
take social action, together as a unit or in other areas of their lives.
For Williamsburg Peace Action, a formal peace organization, the
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workshop presented creative solutions for issues the group already had,
and was therefore a useful tool for furthering the group's own purposes.
The WPA seemed to benefit primarily from group development changes
brought about by the activities in the workshop. They also gained
tools--music, singing and a song of their own-to include in their
repertoire of peacemaking activities. Whether either of these
developments will last over the long term remains unanswered, but a
formal meeting structure already exists as a forum for those changes to
take root. The fact that this group is highly likely to remain intact for
some years to come, make the short term contributions of the workshop to
the WPA's group process a potentially valuable long term asset.
Here again the interface of the time spent in the workshop with this
type of participant group appears crucial to the continued value of the
experience. Having seen, with 20/20 hindsight, that group process changes
in the WPA, plus the potential for singing at future events, would be the
major contributions of that workshop, more time to hone in on how to fully
manifest these possibilities would have been worthwhile. A follow-up
meeting for discussion of group process changes could have been
invaluable in cementing improvements made in the group's style of
interacting. Facilitating specific plans for a musical event could have
further insured that music and the song itself would actually be
implemented in the group’s political activities and regular meetings.
With the Brunch group, an informal group with no ongoing timetable
for peace activism, the focus on planning another specific meeting might
be seen as so significant, that other aspects of the workshop would be
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better sacrificed, or better focused to highlight the need to meet again if
any action is to really be carried out. The use of the songwriting workshop
as an initial organizing activity for a potential new group appears
supported by this research experience. The idea for a continued support
group came directly from participants in the Brunch group, without
facilitator suggestion. In a non-research setting, the goal of organizing an
ongoing group might be furthered by being made explicit by facilitators at
the outset or conclusion of a workshop.
While the WPA benefited from the workshop's impact on ongoing
relationships, and the Brunch workshop created a potential for a new form
of political relationships, the Baha’i group derived benefits somewhere in
between. The Baha'i group perhaps could have most used additional time to
determine the specific value of the workshop to their ongoing membership
and to make plans to realize their musical and political potentials. While
the experience was touted as enjoyable and inspiring by Baha i
participants, at the end of the evening no specific plans were made to
carry the songwriting or song behond the workshop itself.
In reality, all participant groups were pressed to commit time for
even one evening. A follow-up meeting is infinitely easier to arrange for a
group with ongoing regular meetings. Even with regular meetings, groups
can be stingy with their limited time. They must see this process as
valuable to their work in order to commit their meeting schedule to
music-which might seem frivolous-and to discussions about group
dynamics-in which problems might be difficult to face. It appears
important in winning time commitments from potential workshop
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participants to make clear the contributions which group process and
musical activities can make in furthering a group's purposes. While this
research project made an effort to determine, and not to market, the
contributions which the workshop was making to various groups, further
non-academic application of group songwriting could be well served by
making explicit the potential benefits derived from the group musical
process.
In summary, specific contributions of the workshop may vary from
group to group, depending on their structure and goals. While the working
relationships of an ongoing activist organization like the WPA were
improved by the experience, the informal relationships of a
non-organizational group like the Friend's Brunch were potentially
transformed to become ongoing support or even working activist
relationships. A facilitator, knowing how the songwriting workshop can
specifically contribute to formal or informal groups, can focus the
workshop on these potentials.

f^pnpral Implications of the Study
What has been learned from this project about how can music and
songwriting can be used to build the movement against nuclear weapons
and for world peace? In general, these potential utilizations of music in
peace work and education include the affective, self-expressive and
collaborative applications of music described in Chapter One. As
mentioned, music can be a) used as a novel way to confront aspects of
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magical consciousness, such as psychic numbing and denial, b) to work
with naive-reforming consciousness, through expression of fears and
hopes about the nuclear state of the world and c) to build aspects of
critical consciousness-naming and analyzing-by serving as a tool to
experience collaboration in addressing nuclear issues.
This success of the workshops in developing critical naming and
analyzing suggest how collaborative songwriting can be used to address
some of the gaps in the current state of music in peace education. (See
Chapter One/Section 5) As stated, most collaborative musical activities
in peace curricula are only used with young children. This workshop
showed the significance of collaborative creativity with adults in raising
consciousness about peace issues. As a successful exercise in cooperation
and collaborative creation, the workshop shows the relevance to adult
education of a genre of activities currently used only with children.
The apparent success of the workshop in building group solidarity
with adults reasserts a reason folk musicians have used topical singing
for generations. Musical group building activities are used for school
children or adults, not typically for secondary or post-secondary students.
For political reasons, group building through song-which conjures images
of socialism-is unlikely to become a goal in formal American secondary,
post-secondary peace education. For addressing psychic numbing and
denial ot the nuclear threat, this workshop adds collaborative music
making to the repertoire of despair and empowerment trainers. Hopefully
the success o* these workshops will help music be considered as a serious
component of adult peace curriculum, and eventually as a component of
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formal secondary and post-secondary curriculum.
The finding that the workshops did not promote critical action
suggests that some critical thinking is needed to consider how much
topical music is used for gregariousness in the name of action. Singing
topical songs together in the folk tradition may well develop the naming
and analyzing components of consciousness, as did the workshops; other
studies might determine whether those developments encourage the
audience to take social action. As discussed in Chapter One, and worth
reiterating since they are the most visible form of political music making
in the United States, large fundraising rock concerts are likely to develop
no more than an active naive consciousness as they do not facilitate
systemic naming, analysis or action. Music at political rallies may lend
emotional support to critical naming, analysis and action that is already
occurring, but it could also facilitate a gregarious sense of unity and
satisfaction creating an emotional illusion that the rally was action
enough to change a system of oppression. Music at rallies can at times do
more to feed slogan-oriented massified consciousness than participatory
critical consciousness.
The true success of the workshops-the fully participatory,
collaborative writing of an original song--provides insights into its
potential application in other settings and in the peace movement in
general. This success implies that collaborative songwriting could be
applicable to many groups including those focused on other social change
movements or on non-political goals. As was suggested by workshop
participants, songs can be written in and for schools, homes, support
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groups and other types of workshops.
Remarkably, no one in any workshop refused to participate in the
songwriting process. Everyone who attended wrote a line and sang the
song with group as a whole. This may not be true with younger
groups-adolescents or children—but with all adults who participated in
this study, the workshop was successful in drawing out a piece of their
creativity and their original thinking about the nuclear threat. This may
be attributed to the relaxed, non-pressured but clearly focused activities.
In past musical activities, it has been my experience that competent
musicians can get together to write a song and easily become stuck. The
workshops, progressing from activities for warming up (singing) to
reflecting on the issue (listening) to expressing feelings (sharing in pairs)
to songwriting, consistently achieved productive results.
Creative groups as well as political groups might employ a related
sequence of activities in trying to produce many forms of collaborative
artistic work. This could include musical groups, mural collectives,
theatre troupes or performance art companies. Collaborative creativity
can have a number of of purposes--group development, community building,
or the topical exploration of a social or artistic theme. The artistic as
well as the political exploration of collaborative creativity is a potential
avenue for further research.
The initial idea for doing collaborative songwriting with peace groups
was to encourage and inspire them to continue on with difficult, often
unrewarding, but crucial work. Hopefully, this workshop model will be
used by peace groups for their own organizational ends. The easy
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facilitation of the model, along with the widespread availability of
capable musicians, particularly guitarists since the folk/rock explosion of
the 1960’s, make the workshop a simple concept to spread to peace groups
nationally, and possibly internationally.
It is hoped also that the creation of new peace songs will help peace
groups communicate their message to the world. Participants felt their
song communicated the message of peace with an emotional force that
increased its potential impact on a listener. The feeling in the music
itself communicated a celebration of peace and harmony. "The medium is
the message," said Marshall McCluhan about television. The medium of
singing together embodies a message of cooperation, of joy in unity. In the
days of Rambo role models, this positive energy of cooperation is a clearly
alternative behavior to interpersonal conflict and war.
A musician recently said to me, "It seems like everybody writes songs
these days." The People's Music Network/Songs of Freedom and Struggle
biannual weekend in the Northeast includes a marathon open stage in which
performers play one song a piece for 7-10 hours. Many of the songs are
original, most are political, and their quality is surprising. Each of these
songwriters is an skilled potential facilitator of a collaborative
songwriting workshop.
With the development of the collaborative songwriting workshop, now
even non-musicians are topical songwriters. This study establishes the
breadth of potential users of music in the peace movement. It is truly in
the spirit of participatory research that music is taken out of the hands of
experts and developed as a tool of liberation by untrained but capable
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people. While concert extravaganzas to raise funds for issues have their
benefit, group songwriting introduces another level of active, creative
participation in music to an often passive audience. If the goal of the
peace movement is to develop active pacifists, such an activating process
appears significant.
Participatory music has been the heartbeat of many grassroots
movements, such as labor and civil rights. The peace movement of the
1960's combined the participatory folk tradition with the mass media
inception of rock and roll. In the power, and volume, of rock much of the
participation in topical music shifted from singing to dancing. Since the
Sixties, the folk singalong or hootenany has not found a widespread
renaissance. The centralization of money in the record, radio and now
video industry runs parallel with the trend towards monopolization in
capitalism. Decentralization of the control of musical creation can be
seen as a countertrend of social significance (Attali, 1985). The
collaborative songwriting concept adds to the possible arenas of
decentralized musical production.
The performance of original collaborative songs at social or political
events is a celebration of creative empowerment a grass roots level. The
radio provides another potential means of making public original group
songs, and thereby further validating their significance. With the advent
of affordable multi-track recorders and the increase of home studios,
recording and distribution of local peace tapes is becoming ever more
feasible for individuals and small groups with limited budgets. Affordable
video production, while not in the scope of this work, is a related media
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becoming increasingly available for widespread use.
In keeping with participatory values, electronic media can be a tool of
empowerment and communication when used actively and locally, rather
than controlled by large corporations and passively consumed.
A tempting and obvious potential application of music in peacework
lies in its nature as a universal, international language. The universality
of music makes it a potentially relevant tool for facilitating multicultural
and international cooperation. Like mathematics, yet more accessible, the
fundamental expressions of music can be understood around the world.
Music, like languages, can be very different for each culture, but the
themes of rhythm, melody, emotional expression and community
celebration are echoed everywhere. Artistic, academic and politically
motivated, multicultural music projects are all potential extensions of
the ideas presented here.
In summary, the findings of this study suggest new applications for
music in peace education, particularly in adding music and collaborative
creativity to the potential repertoire of peace educators. This study
provides experimental evidence that supports what people have been doing
with topical songs throughout history-attempting to raise consciousness
about social issues. Music making does not necessarily facilitate social
action, and it appears significant to be aware of its tendency to create
gregariousness or massified consciousness. Collaborative songwriting
could be used by other political and non-political groups as a group
process activity, as well as to develop their own group songs. The
workshop is easily facilitated, particularly given the quantity of folk and
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rock guitarists in the United States. Techniques tor collaborative
creativity developed for this study could be employed by a variety of
organizations for various group artistic projects. The decentralization of
musical production is a significant social trend reflecting a movement
towards realization of participatory values in society. The potential for
music as a universal language opening interpersonal, cultural and national
boundaries remains to be explored by researchers, musicians and anyone
else who dares to sing or play.

APPENDICES

Appendix A: Letter to Groups

2/87

As part of my doctoral dissertation in education at the University of
Massachusetts, I have designed a collaborative songwriting workshop to
facilitate people's response to the threat of nuclear war. I am scheduling
workshops for March with interested groups in the Pioneer Valley--both
experienced and inexperienced in addressing peace issues. Time
commitment for a participating group would consist of one 2-3 hour
session (a morning, afternoon or evening) and a half hour pre-test which
can be given at a regular meeting of the group. There is no financial
involvement. Enclosed is a description of the workshop.
It is my hope that the songwriting workshop will be valuable to
participating groups in addressing their goals and this most difficult
issue. I believe the inclusion of music into consideration of the nuclear
threat provides the emotional and interpersonal support needed to
persevere in a frightening age. It can even be fun. I also hope that out of
participatory projects such as this will grow a true people's music for the
struggle to create a peaceful world.
Please contact me if you are interested in scheduling a workshop. Thank
you for your time and concern.

37 Buff am Rd.
Pelham, MA 01002
(413) 253-7255
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Appendix B: Chart A-Aaenda
1. Intreductien
--Grpup spng--Dewn By the Riverside
--Share Persenal Experience cf Music and Singing: Making it Safe\
--Why a scngwriting wcrkshop?
-the nuclear state cf the wcrld ‘Chart B
-denial and the culture cf silence
-tapping gyr vcice
-the use cf music in politics: past and possible
--Grcup song-With All My Might

3. Listening-Topical Nuclear Songs
-reflection (pairs) *N1
4. Guided Visualization
5. Collaborative Songwriting
6. Reflection: So What; Now What? *N2
7. Post-test and workshop evaluation.
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Appendix C: Chart B-The Nuclear State of the World
--Three Minutes to Midnite
--50,000 warheads ( MAD/security? )
--How Close to War? (Internatl. crises and tensions)
--First Strike Capability (SDI; MX; Trident)
--Launch on Warning (6 minutes and computer fallibility)
-The Myth of a Winnable Nuclear War (With Enough Shovels)
-Nuclear Winter (scientific theories)

171

Appendix D: Workshop Supplies
Newsprint Y: When I Think of All Those Weapons I Feel So
One of My Worst Fears About Nuclear War is.
Newsprint Z: So what? Now What?
Pens--3 doz.
Newsprint-1 pad
Markers-2 doz.
Paper-1 pad
Masking Tape-2 rolls
Instrumental Music Tape/Tape Player/Tape Recorder
Guitar/Cittern/Strings
pretests/posttests
evaluation questionaires
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Appendix E; Sonawritina Workshop Pre-Test Instructions
Sonawritinq Workshop Pre-Test
This pre-test is part of a doctoral research project on group songwriting
at the University of Massachusetts. It will be followed by a similar post
test--either after a group songwriting workshop or in several weeks. It is
an important part of the study, whether or not you actually attend the
workshop, so your time and effort is very much appreciated. The test
should take about 20-30 minutes. Your answers will be kept confidential.
The name of your group will be kept confidential as well.
Instructions:
Please fill out the information sheet on the front of the packet. Put your
own name, or if you wish your mother's maiden name. (Just remember, so
your post test will match up.)
In this test, you will each get a chance to try your hand at naming and then
solving some problems. Respond to the questions by telling stories about
the pictures--four questions to each picture. There are no right or wrong
answers, just different problems solving styles. The best answer is the
longest, so write as much as you can. Please write for 6-10 minutes for
each picture response.
Thanks for your cooperation!
John Ungerleider
37 Buffam Rd.
Pelham, MA 01002
(413) 253-7255

173

Appendix F: Pretest and Posttest Information Sheets

Pretest

Name of Group

Date

Name (or pseudonym)_
Age_
Sex M° F°
Number of Years in Group_
Education Level

High School0
College 0 years_
Graduate 0 years_
Highest Degree Earned

Occupation

Post Test
Date_
Set A0

Name of Group

Name (or mother's maiden name)Number of years involved in peace activism
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Appendix G: Test Form
1) General Description: What is taking place in this picture? (Who are the
individuals? What are they thinking and/or discussing?)

2) What problems do each of these individuals have?
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3) Why are things as they are? (Who and/or what is to blame for these
conditions?)

4) What can be done to solve these problems? (What have these
individuals done? What should they have done? What will they do in the
future to solve these problems?)

Appendix H; Data Summary: Demographics and C Code Test Smrp<;

Williamstown Peace Group--3/4/87

Group 1

Name-sex-education level-pretest form-age
Ipre Ipost

Npre Bpre Apre

Npost Bpost Apost

Nancy-f-g-B-43

200

270

140

200

260

250

263

270

Nick-m-g-A-43

230

264

175

250

225

150

275

280

Jackie-f-u-A-38

271

262

225

283

286

175

264

300

incomplete scores:
Morry-f-u-A-30

250

216

236

289

Myra-f-g-A-59

271

150

240

300

Phinny-f-u-B-37 246

132

280

272

Brian-m-u-B-31

275

270

288

292

Eileen-f-u-A-39

226

300

225

211

Ba Hai Group-5/9/87

Group 2

Name-sex-education level-pretest form-age
Ipre Ipost

Npre Rpre Apre

Npost Bpost Apost

Jessica-f-u-A-29 200

260

200

200

300

200

300

264

200

278

132

220

231

300

260

300

Gail-f-?-A-?

177

178

Alis-f-g-A-39

231

Braulia-f-u-B-?

286

200

Gerry-m-hs-A-?

132

265

211

223

150

260

265

211

264

264

200

180

300

100

300

275

275

200

250

300

250

Stephen-m-g-B-29 230 244

200

240

250

260

200

250

Martha-f-g-A-33

225

200

200

300

200

200

275

Juan-m-g-B-56

233

182

200

Cliff-m-g-B-34

273

Grant-m-g-B-28

244
200
264

250

Friend's Brunch--5/10/87

250

231

250

200

300

250

275

280

200

200

200

300

250

300

300

300

200

Group 3

Name-sex-education level-pretest form-age
Tpre Tpost

Npre Rpre Apre

Npost Rpost Apost

Phil-m-u-B-31

205

183

200

214

172

140

300

300

Baart-f-g-A-44

186

246

180

200

175

264

222

244

206

264

200

200

214

300

250

260

Purnat-m-u-A-38 174

290

200

200

165

255

264

300

157

212

145

200

165

150

232

250

Lidberg-m-g-A-54 200 220

120

300

220

132

250

264

255

300

280

244

244

264

250

Sharon-f-g-B-30

Penny-f-u-A-39

Margie-f-u-B-38

268

179

Control--No treatment Group 4
Name-sex-education level-pretest form-age
Ipre Ipost

Npre Epre Apre

Epost Bpost: Apost

Jorgen-m-u-B-29 229

234

250

175

250

200

214

248

Diane-f-g-B-29

268

288

226

280

267

200

300

300

Pam-f-g-B-28

252

244

231

264

240

225

260

237

Alex-m-u-B-23

208

208

187

300

200

184

300

200

Lizano-f-g-A-41

216

238

183

228

227

200

214

275

288

279

269

258

Courage-f-g-B-28 267

267

Menute-f-g-A-29

214

150
200
220

300
200
256

272
282
243

200
200
200

200
207

282
212

Atta-f-g-36

244

Larry-m-g-A-39

222

200

200

225

231

142

200

248

Peter-m-u-A-37

200

165

167

231

183

150

165

175

Marti n-m-g-A-29

230

234

240i

244

200

175

240

264

Eric-m-g-A-28

247

247

2311

231

275

300

214

275

Appendix I; Test Pictures-Sets A and B
Set A~Picture #1

181

Set A--Picture #2
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182

Set A--Picture #3

183
Set B--Picture #1

184

Set B~Picture #2

185

Set B--Picture #3
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